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Abstract 
This research project investigates and analyses the implementation of the New South 
Wales Music Years 7 – 10 Syllabus assessment requirements in three specifically 
selected schools. At present, no research focusing on classroom approaches to 
developing and implementing a school-based assessment program has been 
undertaken in Music in Stage 5 (Year 10) in NSW classrooms. Therefore, this 
research project will add to the international body of knowledge regarding school-
based music assessment.  
The research project focuses on Year 10 in the NSW Curriculum. Research has 
shown that this is a time when some students have seemingly disengaged from 
learning, studying and achieving. This research found that in music, students 
involved in the project are actively engaged at most levels of music learning. 
The research aimed to provide an opportunity for teachers to consider their 
assessment practice, the value of feedback to students after tasks are completed and 
ways in which they prepare their students for each task or topic. For students, it is 
hoped that they would reflect on their assessment preparation, its value in their 
learning and the value of teacher feedback in this process. 
The data has been collected in the natural setting of the selected schools where the 
researcher interviewed the teachers and students and observed their behaviour within 
their natural context (Creswell, 2009). This ethnographic method has advantages 
because of the capacity to provide a picture of the environment being studied. As the 
study has taken place over three school terms, it has a longitudinal perspective.  
The research provides a comprehensive picture of assessment in the Year 10 music 
classroom through the comparison of experiences within the three schools. It 
demonstrates the variety that exists in the planning and delivery of assessment tasks, 
the variety of resources utilised between schools and the different levels of feedback 
given after tasks. It also points to the inequity that currently exists in the awarding of 
a School Certificate grade from school to school in a subject such as music which 
relies on internal assessment.  
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Chapter 1 
Introduction 
 
This study involves an examination of the ways in which assessment is planned and 
executed in three secondary music classrooms in New South Wales (NSW). Since 
the implementation of the new syllabuses in Music in Stage 6 in 2001, teachers have 
been familiar with assessment practice at this level, and research has been carried out 
on the various ways individual components (mainly performance and composition), 
are taught and assessed at this level. This investigation hopes to shed light on how 
assessment is carried out in music classrooms at the level before Stage 6, where 
music is taught in an integrated way by the classroom teacher. 
 
Assessment has become one of the more important issues in education in the 21st 
century (Colwell, 2006). At its best, assessment is designed to enhance teaching and 
improve learning. It is meant to give students opportunities to produce quality work 
that leads to the development of their knowledge, understanding, skills, values and 
attitudes (Music Years 7 – 10 Syllabus, page 56). When implemented thoughtfully, 
assessment allows teachers to target learning outcomes through meaningful 
activities, and for students to understand the learning goals, demonstrate outcomes 
and receive meaningful feedback on their efforts to help them make further progress 
in their skills and knowledge building. Assessment is part of the fabric of teaching 
and, in most instances, is informal and intuitive – “as music teachers we simply make 
up our minds and get on with it” (Swanwick, 1997). 
 
Music teachers in schools have historically used various forms of student assessment, 
reported on musical progress to parents, and implemented ways in which to evaluate 
school performing ensembles (Assessment in Music Education position statement, 
MENC: 2007). Music teachers have been familiar with various grading systems, such 
as performance exams, competitions, tests, examinations, and auditions for many 
years.  Musicians have been accustomed to the process of assessment when 
auditioning for positions in orchestras, so the idea of transferring this to the 
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education field should not be an onerous one. Difficulties arise, however, when 
teachers have to specify the idea of “progression”, report and give feedback on 
progressively more demanding activities and outcomes, and find ways of making the 
conclusions about students’ musical progress explicit and fair to individuals 
(Swanwick, 1997). Swanwick argues that teachers do more than teach and report, 
and that fundamental to educational transactions is a process of interaction and 
comparison. The teacher attempts to encourage the students to bring fully into play 
their own listening and self criticism skills, so that the process becomes an 
interaction between self-assessment and teacher-assessment.  
 
An Overview of Assessment in New South Wales Curriculum 
Assessment has always been a part of teaching and learning, but the methods that 
NSW teachers used for assessing and awarding marks and a final grade for reporting 
purposes, were transformed with the introduction of new syllabuses and standards 
referencing.  
 
In NSW the Curriculum in all subject areas is designed as a continuum of learning 
called the K – 12 Curriculum: from Kindergarten (“K”) to Year 12, the final year of 
schooling (“12”). Early Stage 1 – Stage 3 is from Kindergarten to Year 6 and is 
called the K – 6 Curriculum. Stage 4 is for Years 7 and 8, and in this Stage music is a 
mandatory course. In the next stage, Stage 5, music is an elective course studied over 
two years when the students are in Years 9 and 10, providing students with the 
opportunity to extend their musical knowledge. This elective course serves as a 
pathway for further formal study in music in Stage 6. In Stage 6 the students are in 
Years 11 and 12, their final two years of schooling, and music is again an elective 
choice with three different courses from which to choose: Music 1, Music 2 and 
Music Extension (the latter of which can only be studied with the Music 2 course). 
 
The purpose of the syllabus for Years 7 - 10 is to provide students with the 
opportunity to build on the knowledge, understanding, skills, values and attitudes 
gained in Stage 3, and encourage the desire to continue learning in formal and 
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informal musical settings beyond Stage 5 (Music Years 7 – 10 Syllabus, June 2003). 
In accordance with the K – 10 Curriculum Framework, the Music Years 7 – 10 
Syllabus takes into account the diverse needs of all students. It identifies essential 
knowledge, understanding, skills, values and attitudes. It enunciates clear standards 
of what students are expected to know and be able to do in Years 7 – 10. It provides 
structures and processes by which teachers can provide continuity of study for all 
students, particularly to ensure successful transition through Years 5 to 8 and from 
year 10 to Year 11 (Music 7 – 10 Syllabus, page 6). 
 
In NSW schools in Year 10, teachers are responsible for awarding each student of 
elective music a grade – A, B, C, D, or E – to summarise the student’s achievement 
in any 100 hour or 200 hour course completed in Stage 5. This grade is then reported 
on the student’s School Certificate record of achievement. The grade is determined 
by the class teacher through internal assessment tasks, not by any external 
examination. Teachers in NSW use Performance Descriptors to determine these 
grades. From the information collected by teachers over the course of the year 
(through both formal and informal assessment), teachers make a judgement at the 
end of the course as to which grade descriptor best describes the achievement of each 
individual student. Teachers are advised to use their professional judgement in 
applying the course performance descriptors, and to interpret the descriptors in terms 
of standards that can be achieved by School Certificate students within the bounds of 
the course. 
 
Course Performance Descriptors (CPDs) are provided in each of the areas for 
assessment: Performing, Composing, and Listening (see Appendix E for this list). 
General performance descriptors are also provided as a guide to the level of 
achievement for each grade. 
 
General Performance Descriptors 
The general performance descriptors describe performance at each of the five grade 
levels: 
A The student has an extensive knowledge and understanding of the content and 
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can readily apply this knowledge. In addition, the student has achieved a very high 
level of competence in the processes and skills and can apply these skills to new 
situations. 
B The student has a thorough knowledge and understanding of the content and a 
high level of competence in the processes and skills. In addition, the student is able 
to apply this knowledge and these skills to most situations. 
C The student has a sound knowledge and understanding of the main areas of 
content and has achieved an adequate level of competence in the processes and skills. 
D The student has a basic knowledge and understanding of the content and has 
achieved a limited level of competence in the processes and skills. 
E The student has an elementary knowledge and understanding in few areas of 
the content and has achieved very limited competence in some of the processes and 
skills (Stage 5 Course Performance Descriptors, NSW Board of Studies, 2005). 
 
In applying the course descriptors in their subject area, teachers of music in NSW 
secondary schools would use a range of different assessment activities or tasks which 
reflect the relative emphasis each school’s program places on the various aspects of 
the course (Stage 5 Course Performance Descriptors, NSW Board of Studies, 2005). 
Teachers would provide students with opportunities in the context of everyday 
classroom activities, as well as planned assessment events, to demonstrate their 
learning (Music Years 7 – 10 Syllabus, page 56).  
 
Colwell (2006) states that the following three points should be a ‘given’ in any 
assessment practice:  
i) There must be a direct match between the curriculum and what the student 
is expected to know and do in the assessment; 
ii) On-demand assessments should address important outcomes, not trivial 
items selected for ease of measurement; and  
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iii) All questions should be important – allowing students to answer three out 
of five questions is inappropriate in high stakes tests (Colwell, 2006, page 
201).  
This study of examination of assessment practice in the three NSW secondary 
schools addresses the above points. 
 
Purpose of the Study 
This research has aimed to identify, analyse and evaluate Year 10 elective music 
assessment in NSW, focusing on the processes and procedures that underpin the 
design and marking of assessment tasks within three different schools. The research 
has included: 
• A study of Year 10 music syllabus assessment requirements 
• An analysis of the underlying philosophical and theoretical beliefs 
underpinning the Music Years 7 – 10 Syllabus (2003) 
• An analysis of the design and implementation of Year 10 assessment 
tasks in three schools in different regions of Sydney 
In doing so, the research has involved an examination of: 
• the variety of tasks given to students to assess their learning and skills 
• the range of methods utilised in the marking of assessment and 
examination tasks (involving for example, the Marking Criteria) 
• the different modes in which feedback on assessment 
task/examination performance is provided to students 
• the perspectives of both the teachers and students on the process of 
assessment 
 
The challenges a school situation presents become apparent when considered in 
context. Large numbers of students must be taught and assessed, in groups, classes 
and as individuals, seen over a week or two week period where many classes of 
mandatory and elective music are taught. Teachers often deal with large numbers of 
students in a year group (150 to 160 students in Year 7 is not uncommon in some 
schools) and numbers of up to 30 students in each class (also not uncommon). A 
teacher must assess, grade and report on these students at least twice over the school 
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year. This task is made more complicated in music classes due to the variables that 
exist. These include teaching and learning resources, student interest, motivation, 
previous school and out-of-school experiences (Colwell, 2006). However, 
assessment, when embedded in the music instruction, is informative evaluation 
because its primary purpose is to improve the performance and the learning (Colwell, 
2006). 
 
The Significance of the Study 
This study aims to provide a snapshot of the Year 10 stage of learning through an 
investigation of the various strategies and methods that teachers have used to assess 
students who have chosen to study elective music in Stage 5. This study is significant 
in that it has aimed to build on parallel research conducted in other countries over the 
past decades, as well as the work done by teachers in successfully implementing the 
Years 7 – 10 Music Syllabus in NSW. 
 
Swanwick (1998) is an advocate of integrated learning, which he maintains allows 
the students to learn at their own pace and develop their own musical ideas, while 
evaluating their own work and the work of others. He also acknowledges that 
reporting remains the biggest problem for teachers when some areas of musicality 
cannot be described by a mark or grade. At present no research exists on assessment 
practice in NSW on learning music at Stage 5, its implementation and degrees of 
success.  
 
Previous research has examined the educational settings of other countries, where 
classroom music organisation is different from the NSW integrated model of 
teaching.  One focus of the American literature on assessment has been a discussion 
of the effect of certain political policies (for example, No Child Left Behind (NCLB) 
legislation in 2002, Center on Education Policy (CEP), 2005) on assessment in their 
schools and colleges. A comprehensive study of secondary music teachers in the 
southwestern region of the United States and their assessment practices was 
undertaken to find out how music teachers assessed their students (Russel and Austin 
2010). While some of the findings are relevant to this study, it is difficult to draw 
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comparisons because of the very different ways the curriculum is constructed and 
delivered in classrooms across the United States. 
 
In Britain, the discussions have centred mainly on the effects of the introduction of 
the National Curriculum on teaching and assessment in schools. In Australia, 
previous researchers have looked at assessment in general, or, specifically at 
composition or performance alone, especially at Stage 6 and Higher School 
Certificate (HSC) level.  
 
Students in Stage 5 are typically 15 and 16 years old, and although they have all 
covered the mandatory music 100-hour course in Years 7 and 8, they have a varied 
background of musical experience and expertise. Some have had private tuition for 
instrument or voice over a number of years. Some of those who have had private 
tuition have also had access to an external examination – the Australian Music 
Examinations Board (AMEB)– where students take graded examinations for their 
instruments, and sometimes complete accompanying theory of music or 
musicianship examinations.  
 
One of the schools in the study had access to a Composer in Residence whose role 
was to provide music students with extra tuition in skills knowledge and 
understanding required to compose successfully. Some had access to private tuition, 
some had access to accompanists for assessment tasks. The study has examined 
whether or not students who have access to extra tuition such as private tuition, 
accompanists and specialists such as Composers in Residence, would be at an 
advantage in certain assessment tasks. All of these variables have been examined and 
taken into account when looking at the makeup of students, their mixed experiences 
and the backgrounds of the three different schools involved in this study (educational 
and socio-cultural). 
 
As stated above, three different schools in the Sydney region have been a part of the 
study:  
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• an independent boys school on the North Shore,  
• a selective girls high school in the south western Sydney region area, and  
• a comprehensive co-educational high school in western Sydney.  
As discussed, there are varying levels of support in tuition and background 
experience between the schools, and the students in Year 10 elective music may have 
different reasons for electing music in Stage 5, some of which may not be because of 
prior skills in music. Another factor has been the different levels of experience 
existing between the three teachers at these schools, resulting in the different 
methods of delivery of the NSW Stage 5 syllabus. There have also been different 
levels of expectations of the students in their classes regarding Marking Guidelines 
and feedback after tasks. 
 
This ethnographic multi-case study will contribute to an understanding of the areas 
of assessment that affect classroom teachers (and students) by providing new 
information about procedures and practice in NSW Stage 5 (Years 9 and 10) 
classrooms. The study will also look at how the historical and theoretical 
underpinnings of the music syllabus have informed and guided assessment practice. 
 
The following chapter will look at the literature available that discusses all aspects of 
assessment practice relevant to this study and, in particular, classroom settings in 
music in a number of different countries. 
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Chapter 2 
Literature Review 
 
This chapter reviews the literature on music assessment from Kindergarten to tertiary 
level. Based on this review, the chapter focuses on the themes that are pertinent to 
music assessment in NSW junior secondary classrooms. 
The review examines: 
• literature with a classroom focus;  
• literature on assessment of individuals in music tasks such as performance, 
composition and listening;  
• the design of tasks chosen by teachers to assess the students in these tasks; 
• assessment practice in both the school system and the tertiary system.  
The literature reviewed has exposed a plethora of research available in the areas of 
individual assessment in performance – eisteddfodau, band /instrumental 
competitions and such, and has highlighted the fact that while many Primary School 
music teachers (in America and the United Kingdom) have been active in the 
discussion about the management of assessment procedures, little has been written 
about assessment in classrooms in Australia and, specifically, assessment in the 
Stage 5 music classroom in NSW.  
 
Research in Australia has emphasised single component areas, especially in Stage 6 
or tertiary assessment practices. These have included, for example, studies of student 
performance or of composition for the HSC, and studies of tertiary students in music. 
However, none have looked at the whole picture of assessment and students’ 
perceptions of what is happening as they learn in an integrated classroom situation in 
Stage 5.  
 
In other countries (America and Britain, for example), there has been research on 
classroom assessment, particularly on the impact of the imposition of a National 
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Curriculum on classroom practice in both countries, but again, this research has 
tended towards either performance alone, or composition alone.  
 
In 1989 in the south-east of England, a research project was carried out on the then 
context and practice of music teaching in a wide range of classrooms. The research 
aimed to find out exactly what music teachers were doing in their classrooms, to look 
at the wide range of demands made upon them and, at the same time, to look at the 
status of music in the wider community (Swanwick, 1989). To do this, a model 
developed by Swanwick in 1979 was used which focussed on describing classroom 
organisation. Swanwick’s findings are relevant to this Year 10 classroom music 
study, and, as will be seen, much of the literature pinpoints common concerns that 
appear to be of universal significance for teachers, whether at primary, secondary or 
tertiary levels, whether in the United Kingdom, America or Australia. These 
common concerns will be addressed below in relation to the Year 10 music 
classroom. 
 
Research was also undertaken (Russell and Austin, 2010) in the southwestern region 
of the United States in 2008 on the assessment practices in music secondary 
classrooms. This research built on previous assessment research, and was looking at 
a variety of teaching contexts – choral ensemble teachers, band teachers, middle and 
high school teachers. Although the contexts are different to the NSW school context, 
some of the findings are relevant. Matters such as criteria used in assessment, the 
number of tasks assigned, the experience that teachers brought to the classroom, the 
level of supervision from administrative leaders, (for example), all influenced the 
outcomes (Russell and Austin, 2010). These matters are addressed in the discussion 
that follows on the Year 10 classroom. 
 
Measurement and assessment in education belong to the evaluation procedures. 
These procedures are necessary to find out whether the process of education is 
effective but most importantly, as (Bridges, 1969), says, anyone who constructs a test 
must know exactly what he or she is trying to find out. That is, a test is not valid 
unless it measures what it claims to measure. Sheridan and Byrne (2009) in their 
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analysis of a school in Scotland, reported that Scottish teachers perceive assessment 
as dominating the curriculum to the point of eclipsing teaching itself, demonstrating 
that assessment’s place in curriculum is a common concern shared by teachers in 
various educational systems. The reviewed literature that focuses on the introduction 
of a National Curriculum in Britain, has raised the difficulties faced by music 
educators. It raises a discussion about helpful and appropriate assessment criteria, 
and the skill required to balance teaching and learning with assessment and reporting.  
 
The issue of guiding all teachers into a shared idea about assessment of music is 
complex. All states and territories in Australia are about to embark on an Australian 
Curriculum which will have an impact on music education. As such, there are 
valuable lessons to be learned from other countries’ experiences. 
 
Literature Themes 
The literature reveals that systems worldwide all agree on common dilemmas 
regarding assessment, either in the classroom, in band competitions or eisteddfodau. 
Some of the common ideas and concerns of teachers have been categorised into five 
themes which have relevance to this study. The themes entail information from a 
variety of countries and school systems, but all resonate with the findings of this 
study and so will form the headings to document the relevant literature. They are:  
1) Accommodating Learning within Assessment Planning;  
2) Balancing Assessment, Administration and Teaching;  
3) Authentic Assessment in Music;  
4) Criteria for Assessment; and  
5) The Value of Peer Assessment and Feedback.  
Teacher training considerations and suggestions for the future are also common 
threads in literature reviewed and pertinent to the findings of this study. Some 
discussion of this will also occur in the concluding chapters. 
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Accommodating Learning within Assessment Planning 
The complex issue for most music teachers in secondary classrooms in NSW is that 
they have to assess, compare and report on all students in their care, ranging from 
students in Years 7 -  10 and Years 11 -  12, across a range of abilities and often on a 
range of instruments. Teachers also have to be ‘experts’ in fields of performance, 
composition, aural skills and musicology for purposes of assessment and be able to 
give an accurate picture of students’ progress and musical ability to the students 
themselves, parents, the school body and (in the case of Years 10, 11, 12) to the 
curriculum authority responsible for assessment.  
 
A practical way for primary school music teachers to cope with assessment and 
reporting is presented by Chiodo (2001). She offers useful ideas for organising 
assessment programs that could be adapted for use in secondary music classrooms.  
For example: she has a generic assignment rubric, adaptable for any written 
assignment; steps for how to use an electronic grade book to improve efficiency; 
advice on how to adapt numerical scales and rubrics and use them effectively; and 
advice on collecting exemplars of student work to show students what is expected.  
While advocating strongly for music being assessed in the same way as other high 
profile subjects, Chiodo (2001) acknowledges that reporting to parents is the most 
complicated issue due to numbers of students that a specialist music teacher deals 
with. She addresses in a practical way matters that cause teachers ongoing concern, 
from simply knowing names of all students, to being able to report with clarity and 
meaning on their musical progress to parents at parent teacher evenings.  
 
Other real problems Chiodo (2001) identifies are: awarding of grades which could 
discourage those who receive low marks; comparison of schools across districts 
where low results attract less funding; and the feelings of many teachers that too 
much planning and energy goes into assessment and detracts from the quality of their 
teaching. This appears to be a common sentiment in literature reviewed, and these 
problems (particularly the first and latter point) will form part of the investigation 
into assessment practice in this research study in three schools. 
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Another example of a practical framework for music teachers K – 10 to model a 
successful assessment plan on is provided by Brophy (2000), who presents clear 
summary tables at the end of each chapter for easy reference, and provides a 
thorough discussion of reasons for authentic assessment, citing previous research. 
Brophy (2000) states that authentic assessment occurs when assessment aligns with 
curriculum, teaching, and a student’s developmental trajectory. It reflects a student’s 
learning environment and occurs within a similar environment in which the original 
learning occurred. Brophy’s writings focus at each stage of a students’ development, 
from Kindergarten through to Elementary School (equivalent to NSW Year 8 level). 
He provides a comprehensive guide for teachers to question their motives for 
assessment, and examines issues such as validity, reliability, determination, design 
and process.  
 
In NSW, teachers have become familiar with these terms through HSC assessment 
procedures, and these issues have been examined in this study. Brophy (2000) 
explains clearly that it is important for music teachers to develop a personal 
philosophy of assessment because assessment data provides evidence of student 
growth and progress, helps validate the music program with parents and students, 
provides evidence of effective teaching and learning, and helps guide one’s choice of 
teaching strategies. This work is a valuable reference /resource for teachers of music 
in all education systems, as its philosophies align with those underpinning the NSW 
Music 7 – 10 Syllabus. 
 
Jeanneret (1999) raises the question of how to assess, compare and report on students 
across abilities, different instruments, different musical genres and styles, 
composition and musicology, as well as following generic guidelines, and provide an 
accurate picture of a child’s musical progress and achievement. Jeanneret (1999) 
provides examples of assessment plans and an assessment task that demonstrates 
how an activity can be related to the different curriculum statements and profiles that 
are across each state and territory, while at the same time pointing out the difficulties 
in coming to an agreement about common terms and common outcomes.  
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Her article also shows the difficulties associated with implementing a National 
Curriculum in music, where the use of a generically-based arts model has raised 
some concerns. Concern in NSW was expressed about dividing music into the three 
areas of: i) creating, making and presenting; ii) arts criticism and aesthetics; and iii) 
past and present contexts. It was thought this approach did not sit well with 
traditional divisions of performance, composition and musicology, and gave 
musicology too much weight at the expense of performance and composition.  
 
The reference to problems associated with implementation of a National Curriculum 
is also a recurring theme in discussions of assessment across countries which have 
experienced the process. It is also interesting in light of the differences in weighting 
that teachers in this study have given to each of the supposedly equal component 
areas of performance, listening and composition, where their emphases varied from 
school to school. 
 
The argument about national assessment is current in Texas, USA. Fisher (2008) 
discussed the benefits (and deficits) of a National Music Assessment system and 
argued that such a system could benefit teacher training institutions (by providing 
results of national tests), and raise the status of music education in school curriculum. 
However, because current music programs are heavily performance based, 
competitions have become the stage for a final mark to be awarded to each student. 
In a competition, ensembles receive a rating after one performance, where much 
rehearsal time has been directed towards this one “snapshot” assessment. An 
ensemble could receive a superior rating yet have over 50% of students not 
understanding basic music notation concepts. This means that no individual 
assessment of students’ attained musical knowledge exists, and many students leave 
the program musically illiterate. With National Assessment in place, music program 
directors would have to switch from group-focused instruction to individual-focused 
instruction.  
 
Wells (1997) provides practical examples of how his state, Connecticut, USA, 
reviewed and evaluated achievement standards and organised them into three artistic 
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processes – creating, performing, and responding. From here, they divided standards 
into two parts: i) assessment dimensions (what is looked at/listened to when 
determining what students know or can do); and ii) task constructions (the type of 
activities students should engage in to ascertain what they know and can do). This 
design provided a vehicle for teachers to plan lessons more efficiently with greater 
depth and breadth and established criteria for assessment which helped maintain 
focus on curriculum priorities. The Music 7 – 10 music syllabus in NSW provides 
clear advice for teachers on possible assessment strategies to design around the 
curriculum, and there are support documents available for teachers which supplement 
this advice. 
 
In NSW classrooms, the music syllabus in Stage 5 (Year 10) was designed to be 
taught in an integrated fashion. In 2004 a document called 7 – 10 Support was 
developed by Curriculum Directorate at the DET for a workshop series on new 
Music Years 7 – 10 Syllabus and was delivered to NSW government schools in Term 
2 of that year. The materials include units of work, assessment for learning strategies 
and work samples suitable for classroom use. They model a number of different 
programming styles, address new content areas and provide strategies for addressing 
the mandatory Information and Communication Technology (ICT) requirements in 
the music syllabus in a standards assessment context: 
(http://www.curriculumsupport.education.nsw.gov.au/music7_10/index.htm). 
 The material presents many practical programming ideas for teachers across Stages 
4 and 5, showing integrated music learning at its best and demonstrates ways in 
which teachers can integrate learning experiences of performing, composing and 
listening, whilst incorporating literacy and assessment within the teaching program. 
The document is based on the three dimensions of pedagogy, forming the NSW 
Quality Teaching model for pedagogy: 1. Intellectual quality; 2. Quality learning 
environment;  3. Significance. 
(http://www.curriculumsupport.education.nsw.gov.au/secondary/creativearts/qualityt
eaching/music/index.htm). 
This model of pedagogy is based on empirical and theoretical research that has 
shown how teaching and school improvement can promote improved student 
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academic learning outcomes (Quality Teaching in NSW public schools: Discussion 
Paper). It states that pedagogy does not occur in isolation from the rest of school life 
and that pedagogy matters most when it comes to improving student outcomes. The 
Quality Teaching Model is has been part of the DET Policy since 2003, and was an 
important part of the training of both pre-service and post-pre-service teachers when 
the new 7 10 syllabuses were introduced in that year. 
 
Balancing Assessment, Administration and Teaching 
Teachers have always been wary of decrees seen as being imposed ‘from above’ and 
wary of any changes to what are seen as long standing practices and procedures. This 
is evident in research by Major (2008) in schools in North West England regarding 
changes to Curriculum around 1991, in which the word ‘Appraising’ was introduced 
for teachers to use when talking about students’ experiences in performance and 
composition. Appraising skills are developed through analysis, comparison and 
evaluation of pieces of music and through allowing children to express feelings about 
music, using appropriate terminology in order to justify their opinions. Appraising 
skills are also used when children refine and improve their own performances and 
compositions; when they adapt their own musical ideas; and when they peer assess 
other children’s work.  
 
Many teachers were of the view that the word ‘appraising’ implied ‘criticism’ and 
even argued that children’s creative work should not be subjected to an analytical 
response at all. They said that appraising implied a critical, analytical response to 
recorded music. In this context in the British National Curriculum, for example, 
appraising music consisted of an “appreciation of live and recorded music” 
(Department of Education. 1995. Music in the national curriculum. London: 
HMSO).  
 
In Scotland, Sheridan and Byrne (2002) reported that teachers complained about the 
many administrative tasks associated with an examination system, and that they said 
assessment was a burden that robbed them of valuable teaching time. They asserted 
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that teachers are not properly trained to teach or assess composition, but feel 
comfortable about assessing performance. This, of course, raises issues for teacher 
training institutions in music education.  Sheridan and Byrne (2002) also argued that 
the criteria currently used to assess ‘Inventing’ tended to lean more heavily towards 
students ‘getting things right’ rather than focussing on their creativity. The problem 
for the Scottish Curriculum was that, once Inventing (Composing) had been included 
in the assessment system to give it the credibility and currency it lacked before, 
assessment criteria began to dominate, and open-ended creative tasks characterised 
as good practice were ignored in favour of approaches that provided correct answers.  
 
Irvine (1999) also suggested that assistance could be given to teachers struggling 
with composition assessment through enhancing teacher understanding of the 
cognitive processes involved in both learning and assessing of composition. This is a 
complex area, given the myriad compositional tasks that students are asked to 
undertake within a school music program and is also one that should be being 
addressed at the teacher training level. Wright (2008) contends that future music 
teacher training courses need to be reviewed for their relevance to needs of the 
classroom of students of the 21st century. Her study of a mixed ability class of 30 
students at a high school in Wales was primarily conducted in order to examine the 
success the music teacher was having in raising numbers of students studying music 
within her school. The study revealed, for example, the heavy emphasis on a teacher-
centred style of learning, rather than autonomy amongst students. The teacher’s 
control of the learning situation deterred some students, but the teacher was not 
willing to change her mode of delivery. 
 
This study also presented questions about the relevance of curriculum being taught 
(that is, Western Art Music orientated) in the 21st century, arguing that the success 
this particular teacher experienced was due to her ability to move away from 
restrictions of Western Art Music alone, and to allow students to choose their own 
musical styles with which to work.  
 
 27 
There is also a feeling amongst teachers (evident in the literature from other 
countries and in Australian literature), that workload is constantly increasing while 
more and more demands are made on their time by assessing and reporting. Teachers 
have said that they sometimes feel that they have to ‘force’ their students into fitting 
into a false set of descriptors just so reports can be written (Jeanneret, 1999). This 
reinforces the view that conducting assessments and writing reports has little to do 
with teaching and learning, which teachers see as their core business.  
 
In England, the Department of Education and Science National Curriculum Working 
Group, Interim Report (1990) and the Draft Proposals for National Curriculum 
Final Orders (1991), identified the need for additional in-service training and more 
input to initial teacher training, as well as an increase in the provision of music 
specialists and music consultancy schemes to support less confident primary teachers 
(Thomas, 1997). The indications are that specialist knowledge and musical skills are 
essential for primary teachers to develop in order to be able to deliver the National 
Curriculum in music effectively (Thomas, 1997). 
 
The relevance of what music teachers are teaching and how they are teaching and 
assessing, was also raised by Jorgensen (2008). She has suggested that it is time to 
reconsider the focus which has traditionally been on composition, performance and 
listening, and open things up to embrace the advance of technology in music and 
consider such things as:  electronic manipulation of sound in live concerts; 
production of sound and video recordings; packaging and marketing of these 
recordings; file sharing and the rise of virtual communities that together constitute 
what Kurt Blaukopf in 1992 called “mediamorphosis” (Jorgensen, 2008).  
 
She asks how today’s music students need to experience music, whether through 
performance of acoustic instruments or singing, or electronic and computer-
generated production. Even though these styles may not be from the field of Western 
classical music, Jorgensen (2008) asks what ought to be the defining characteristics 
of educated people in today’s world? This study has shown that teachers in the three 
NSW schools in this study are indeed meeting the new challenges that changes in 
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technology have presented, and are incorporating these changes into their teaching 
and assessment task design. 
 
Authentic Assessment in Music 
Authentic Assessment is a form of assessment which is built on the assumption that 
students bring their own needs, strategies and styles to learning, where skills and 
knowledge are acquired within realistic contexts and authentic settings, and the tasks 
they are given are real-life tasks. (What is authentic assessment? 
www.monash.edu.au/groups/hepcit/Presentations/2001/authentic_assessment_felix. 
 
One type of authentic assessment that teachers have embraced, especially in the area 
of composition, is the idea of portfolio assessment, as it provides them with clear 
evidence of the progress their students are making, showing daily (or weekly) 
evidence of learning being translated into a final tangible product. In the best case 
scenario, portfolios contain examples of work/ideas the student finds difficult, 
evidence that they have mastered some ideas, and evidence of processes gone 
through before the finished product is presented (Goolsby, 1995) and (Beston, 2001). 
The advantage of a portfolio used for assessment purposes, is that it can contain 
evidence from multiple indicators (Colwell, 2006). It is not the assessment tool on its 
own, but contains enough information about the student’s ability and process in 
reaching the assessable goal. Its value is in improving learning, which is a major 
purpose of assessment when not used for accountability (Colwell, 2006). 
 
Brophy (2000) provides samples of student work in portfolio excerpts, with 
annotated feedback from teachers to demonstrate best practice. He devotes a whole 
chapter to “The Classroom Assessment Environment” in which he discusses the 
measurement issues in music assessment: validity, reliability, determination (of the 
possible outcomes), design (of tasks that are relevant) and process. It is a clearly set 
out model that would be relevant to NSW teachers of both primary and secondary 
students. Brophy (2000) also advocates use of integrated projects to assess “more 
than one skill or behaviour” and integrating more than one musical learning area 
within the task. He provides several examples of such integrated tasks and provides 
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rubrics for assessing. He argues that this type of assessment can yield a wealth of 
musical information and allow students to demonstrate their accumulated musical 
knowledge in an engaging and challenging format. 
A large amount of research in the area of assessment involves study of individual 
musical tuition on an instrument. In his study of an adjudication of eight high school 
wind players, Bergee (2007) shows that there is a sizeable difference in rating levels 
of each performer from one adjudicator to another. In this study, the instrumentalists’ 
performances were recorded, and each performer played his or her excerpt 3 times in 
succession. These three performances showed no variation in quality. The 
adjudicators used a consistent system of rating the performers, but their judgements 
varied greatly from each other and were quite severe at times.  
 
One of the conclusions drawn by Bergee (2007) was that an “anchor performance” 
should be given to adjudicators, and that they should be trained in the use of 
assessment protocols, as the stakes are often high for performers – for example, 
auditions for professional orchestra, entrance into conservatoriums, large cash prizes. 
Colwell (2006) also mentions the ‘high-stakes’ situation, where there are problems 
associated with a single assessment task being used for an audition or an interview.   
 
The “anchor performance” idea sits comfortably with the NSW HSC assessment in 
performance, composition and musicology model, where benchmarks are set for 
examiners to view for training in the use of the Marking Criteria/guidelines in as 
uniform way as possible before going “out into the field” (in the case of itinerant 
marking) or beginning the written marking process. The syllabus support CD-ROM 
provided by the Board of Studies to all schools in NSW (Board of Studies, 2004) 
provides such “anchor” examples of performance, composition and listening 
examples to support teachers in their implementation of standards for School 
Certificate (Year 10) allocation of grades. 
 
An article with a similar theme focused on the “human factor” in the adjudication 
process through a comprehensive look at related research into performances 
(McPherson and Thompson, 1998). They concluded that adjudicators could be 
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affected by a variety of factors such as bias of instrument/repertoire, tiredness and 
even physical environment in which they were placed to examine. The article 
provided both quantitative and qualitative research to support the conclusion. These 
problems are relevant to examiners in NSW external HSC assessment examinations, 
as anecdotal evidence suggests, and are worthy of further investigation. The stakes 
are high in an HSC performance examination, and validity, reliability and 
consistency of markers at all times are of the utmost importance.  
 
The findings are also pertinent to teachers in schools undertaking assessment of their 
own students who they know so well and have pre-conceived ideas of their talents 
and strengths as it also discusses bias factors of examiners. It is therefore important 
that teachers use reliable Marking Guidelines consistently when assessing their 
students as these guidelines can provide the students with a clear indication of what 
is being evaluated, and provide the basis for specific feedback. The use of Marking 
Guidelines/Marking Criteria was an issue with assessment in some of the schools in 
this study, and so will be examined further in following chapters. 
 
Criteria for Assessment 
With an Australian Curriculum in music fast approaching, a set of criteria for 
marking all components of music and one that suits all states would be one item of 
interest for all stakeholders. Other countries have been down this path and in the 
literature available many different opinions abound about the merits of shared or 
universal criteria. Sheridan and Byrne (2002) are not advocates for criteria used in 
Scotland, seeing it as ‘too prescriptive and exam driven’ and a fine way to stifle any 
creativity. They provide an interesting example of criteria used for teachers to assess 
what is called ‘Inventing at Access 3 Level ‘, in which students are encouraged to 
‘select appropriate concepts from the list and use them creatively in their own 
composition’ (Higher Still Development Unit, (HSDU), Scotland, 1996).  
 
The lists of concepts that form the syllabus of techniques and features to be assessed 
within the Listening element become building blocks with which students are 
encouraged to create music. They are seen as a means to an end rather than an 
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integral part of the process. Students are discouraged from using concepts in 
advanced higher-level compositions that are to be found at lower levels, unless they 
can show that they are being used in a more sophisticated way. An example to 
support the ‘stifled creativity’ argument, is that of composer Steve Reich who they 
argue would not pass Advanced Higher Inventing, because ostinato is an Access 
Level 3 concept (Sheridan and Byrne 2002). 
 
The complexity of agreeing on universal terms is apparent in the variety of language 
used for national statements and profiles as well as language of assessment 
descriptors: for example, the areas assessed in music curriculum in Tasmania are Key 
Learning Outcomes, in Queensland they are called Student Performance Standards, 
Victoria has Curriculum Standards Frameworks, in Western Australia there are 
Outcomes Statements. In South Australia, the Australian Capital Territory and New 
South Wales there are Curriculum Statements and Profiles.  
 
Jeanneret (1999) discusses the different criteria used by Australia’s states/territories, 
the longstanding debate about a National Curriculum, and provides examples of 
assessment tasks with outcomes and explicit criteria which highlight differences 
within this one country. She sees the explicit tasks as not being readily adaptable 
across states and territories because of the difference in descriptive language. If the 
criteria for assessment are not explicit, both the teachers and students would have 
difficulty working out exactly what is required of them to assess and present 
respectively. This then leads to questioning whether the reporting system is 
meaningful and whether or not it provides an accurate picture of students’ musical 
achievement. 
 
The same difficulty is also apparent in the language of the components being 
assessed. By adopting a worldwide perspective regarding a number of terms, it can 
be seen that in the United States of America the areas assessed are:  Performing, 
Creating, Responding; in Scotland Composing is called Inventing (including 
composing, improvising and arranging); and in the English National Curriculum, 
Listening and Appraising and Performing and Composing became two national 
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targets, while in Wales, the Welsh National Curriculum (1991) dispensed with 
Listening as a national target, and Appraising became the 3rd national target 
alongside Performing and Composing.  
 
Adding another layer of complexity is the explicit language pertaining to each 
descriptor (in NSW called Marking Criteria/Guidelines) used to mark each task at 
each stage. These vary nationally and internationally and as research and literature 
reviewed for this study has shown, teachers are constantly grappling with wording 
and application of Marking Guidelines/Criteria. 
 
Perhaps it is not possible to find universal criteria for different assessment tasks 
across different systems of education. Swanwick (1998) compares the criteria used in 
both England and Wales and finds fault with both models, seeing them as vague, 
emotive, and imprecise. In order to move towards formal assessment successfully 
and pin down the idea of how students are making progress, the language needs to be 
precise and consistent. The following Table lists criteria from Wales and England, 
which demonstrates the imprecise nature of the language used: 
Table 1: Example of assessment criteria from Wales and England 
Criteria for Keyboard Performance 
Wales England 
Increasingly complex 
Increasing attention to detail 
 
Subtle changes 
Increasingly demanding 
Increasing awareness 
Sophisticated techniques 
Refine 
Appropriate 
Challenging demands 
More complex structures 
More complex aspects of musical 
knowledge 
Subtle changes 
Greater musicality 
 
 
 
Appropriately 
 
(Swanwick, 1998, Carter 2010, adapted from Swanwick, 1998) 
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To complicate matters further, both English and Welsh authorities have used “End of 
Key Stage Descriptions” to assess work of students throughout the Key Stage, using 
terms “working towards”, “achieving”, “working beyond” and “exceptional 
performance”. These categories use characteristic statements, which are being 
“worked towards “or “achieved”. Swanwick (1997) argues that it is a deficit system 
where most pupils at the start of key stage are unlikely to be more than “working 
towards”, and as such, it provides a very narrow and unreliable basis for assessment 
throughout the key stage, when the main concern should be assessment that is 
formative, that ‘in-forms’ teaching and learning.  
 
Chiodo (2001) presents examples of rubrics used in the American primary school 
system which would not sit well in NSW K – 6 Creative Arts Curriculum because of 
the emphasis on assessing values and attitudes. One example is a rubric to assess 
children’s behaviour as an audience member (addressing National Music Standard 9: 
Understanding music in relation to history and culture), which highlights different 
values that curriculum boards place on learning activities. The objective stated is as 
follows “The student demonstrates appropriate audience behaviour, including 
attentive listening, in a formal concert setting” and is given a descriptor of 
achievement from Level 1 (“the student needs constant reminders to sit still, refrain 
from talking, and/or listen attentively”) to Level 4 (“The student’s attention never 
waivers from the performance. The student exhibits exceptional behaviour, providing 
a model for others”). 
 
It is clear that this National Music Standard 9 is related more to behaviour than to 
music appreciation. Another rubric that would not be relevant in NSW is a general 
assignment rubric to address National Music Standard 9, where the objective is to 
assess “a student completes a written assignment according to specific directions” 
(Chiodo 2001). In this rubric, the teacher is assessing different levels of neatness, 
(for example, Level 4: “The assignment is done exceptionally neatly”), which is not a 
valid criterion for assessment in NSW music curriculum.  
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Hickey (1999) discusses the importance of teaching composition and difficulties 
associated with assessing it, pointing out that responding and creating are so 
subjective. However, research has shown that it is possible to come to a consensus on 
what is good and bad in a composition. In her article Hickey (1999) suggests tasks 
and rubrics that could be used in classrooms to provide a guide for students and an 
assessment tool for teachers.  
Examples of tasks and rubrics suggested by Hickey (1999) present criteria such as 
aesthetic appeal, creativity and craftsmanship, and a “Quality Line” against which to 
measure the students’ work – from “Needs work” to “Terrific”. The following Table 
is a summary of excerpts from the example used by Hickey (1999): 
 
Table 2. Example of a “Quality Line” 
Components Quality Line 
Needs work............................ 
Quality Line 
....................Terrific 
Aesthetic appeal *Does not present an effective 
general impression 
*Musical ideas do not hold the 
listener’s interest 
*Strong aesthetic appeal and 
general impression 
*Would be enjoyed by many 
listeners 
*Keeps the listener’s interest 
Creativity *Musical idea is familiar or a 
cliché 
 
*No variety of exploration of 
musical elements 
*Includes very original, unusual 
or imaginative musical ideas 
*Explores and varies at least 2 
musical elements 
Craftsmanship *Gives no sense of a completed 
musical idea 
*Exhibits no clear beginning, 
middle or end 
*Presents at least 1 complete 
musical idea 
*Has a coherent, organised form 
with clear beginning, middle, 
end 
*Uses musical elements to 
organise musical ideas or the 
form 
Hickey, M (1999) Example of a Quality line for assessment 
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The descriptors in Hickey’s first column could be construed as being negative (‘no 
variety of exploration’, ‘no sense of a completed musical idea’ etc), while the 
descriptors in the second column offer very measured comments (‘keeps the 
listener’s interest’, presents at least 1 complete musical idea’ etc). 
 
In NSW there is a similar continuum for the purpose of peer assessment, but the 
descriptors offer more solid feedback: “Excellent “-  “Very Good” – “Satisfactory” 
or “High” – “Satisfactory” – “Progressing”. An example of this continuum is an 
excerpt from an assessment task on an Australian Music unit (Music 7 – 10 Syllabus: 
Advice on Programming and Assessment, Board of Studies, 2004, page 30) in which 
students had to “create a graphic score that includes self-devised signs and symbols 
to represent their canon. The score must contain all appropriate performance 
directions”. This model is readily adaptable to any assessment task whether listening, 
composing or performing. 
Table 3. Example of model suitable for assessment feedback 
Range A student in this range: 
High • has created a graphic score that clearly represents the form of the 
canon composed. They have chosen and utilised various signs and 
symbols that clearly show the variations in a range of musical concepts 
intended in their composition. They have included detailed 
performance directions that will assist future performers to understand 
their intentions 
Satisfactory • has created a graphic score that represents the form of the canon. They 
have used a variety of signs and symbols to highlight variations in their 
composition. They have included performance directions but these 
directions and their intentions are not always clear 
Progressing • has created a basic graphic score that utilises a limited range of signs 
and symbols to represent the canon and their compositional intentions. 
They have not included sufficient performance details expected on a 
musical score. 
Music 7 – 10 Syllabus Advice on Programming and Assessment NSW Board of 
Studies, 2004 (page 30) 
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In the NSW model the focus is on positive descriptors, which state both strengths and 
weaknesses in a positive way. This is in line with the philosophical stance adopted in 
all Board Of Studies (BOS) syllabus and assessment models. 
 
McPherson and Thompson (1998) dissect models of assessment criteria that relate to 
individual performances and discuss validity and reliability of such criteria. The 
article discusses performance context and its influence on assessment, arguing that 
the context influences the way a judge listens to and therefore evaluates a 
performance. The context factors discussed are:  
1) the purpose of assessment (competition, festival, end of semester 
recital/examination, audition);  
2) the type of performance (sight reading, performing rehearsed repertoire, 
playing from memory, playing by ear and improvising. McPherson and 
Thompson (1998) also state that performances on different musical 
instruments may be assessed differently because they involve different 
technical skills and are associated with different repertoire); 
3) Performance proportions (whether performance involves a soloist or 
ensemble) and  
4) performance environment  - the size and acoustics of a performance space 
and equipment available for the performer.  
 
These affect assessment both by shaping the aesthetic goals of performance, and by 
constraining extramusical influences on assessment (McPherson and Thompson, 
1998). This article also discusses musical and non-musical factors which can 
influence performance and assessment. The musical factors are such things as choice 
of repertoire, form and structure of the music, and non-musical factors include the 
order of appearance in a competition, distractions during a performance etc.  
 
These factors are all relevant to a classroom assessment situation, but in a classroom 
teachers endeavour to focus on the performance and the criteria rather than external 
factors. In a secondary classroom situation in NSW, the teacher uses different criteria 
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for each task (performance, composition and listening), but criteria is the same for all 
instruments, and students do not receive extra marks for playing from memory nor 
are they penalised for playing by ear.  
 
Searby and Ewers (1996), discussed the importance of assessment criteria in their 
study on peer assessing composition in a tertiary institution at Kingston University. 
In this study, students were encouraged to write comments which were encouraging, 
but which also contained constructive criticism. The list of criteria used was 
constructed by and agreed on by the students themselves. The list is as follows: 
1. Does the work fulfil the requirements of the brief? 
2. Does the music have a clear shape, structure, and coherence? 
3. Does the composer develop the musical ideas? 
4. Does the music show an individual and personal voice? 
5. Is the music appropriate for the instruments, showing an awareness of texture 
and timbre? 
6. Is the notation clear and legible?  
(Searby and Ewers 1996) 
Number one describes what was asked in the task description; number two describes 
the structure; number three describes the musical ideas and their development; 
number four describes originality of ideas and understanding of style; number five 
describes understanding of writing for different instruments and combinations of 
timbres and tone colours and number six describes clarity and accuracy of the score 
itself. All of these criteria are accessible to students and would serve to shape the 
task and make it meaningful. The fourth is the only criteria that secondary students 
may struggle with, as an ‘individual voice’ is a difficult concept for a young 
composer, and allocating a mark for such a criteria would be difficult. From this six-
point list, the students have a clear framework within which to work knowing exactly 
what the teacher is using to mark the finished product. As Colwell (2006) has noted, 
rubrics (criteria or guidelines) can clarify performance objectives, enabling the 
student to understand in rather precise terms what is expected. Rubrics are highly 
effective, he says, in focusing student effort and serving as external motivation 
(Colwell, 2006). 
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The Value of Peer Assessment and Feedback 
Searby and Ewers (1996), have defined peer assessment as a form of assessment 
where students assess and give feedback on their peers’ work, although not used 
extensively in higher education because of doubts about its validity. Their article 
discusses the findings of a pilot scheme introduced into selected modules in Kingston 
University’s BA (Hons) and BEd (Hons – music specialism) courses. In the article 
they have evaluated student attitudes towards peer assessment and the effects it has 
had on the students’ approach to their own work. They have shown that the benefits 
are that it encourages students i) to be critical in a positive way and ii) to have 
confidence in their own opinions (Searby and Ewers 1996). Hunter and Ross (1996) 
similarly discovered that peer assessment encouraged students to take more care in 
their work if they knew that it was going to be peer assessed. They found that by 
opening up channels of communication with their tertiary students and making 
explicit the criteria used for performance, students became more actively engaged in 
the performance preparation as well as the process of assessing others’ performances. 
 
The area of peer assessment, according to the literature reviewed, is fraught with 
complications when it involves younger students who can be influenced by musical 
expertise and peer group issues of perceived musical expertise, status, friendship and 
competition (Mellor, 2000). In a group of students ranging in age from nine to 13 
years, Mellor (2000), observed that students rated their classmates according to 
perceived social status of the individual being assessed, and these observations were 
in areas of performance and composition. She also observed that when assessing 
their peers, student responses were influenced by musical expertise and peer group 
issues of musical expertise, status, friendship and competition. 
 
The NSW music syllabus (Music 7 – 10 Syllabus, Board of Studies NSW, 2003) 
includes peer assessment as a part of the ongoing learning in each classroom on a 
regular basis. The document (Music 7 – 10 Syllabus: Advice on Programming and 
Assessment, Board of Studies, 2004) advises that student self-reflection and peer 
evaluation can be a valuable source of feedback to students who should be provided 
with regular opportunities to reflect on their learning. Feedback enables students to 
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recognise their strengths and areas for development, and to move on to the next steps 
in their learning. The power of feedback is that it can be used to specifically address 
the question of “where to next?” by providing information that leads to greater 
possibilities for learning (Hattie and Timperley, 2007).  
 
This aligns with the NSW curriculum model in the 7 – 10 Syllabus, where students 
are encouraged to evaluate their own work and the work of others after group tasks 
such as performances and compositions, through reflective writing and observation. 
Major (2008) also found in her research that when students display affective 
engagement with their piece of music and talk about their work, it reinforces this 
engagement and they grow in confidence. Teachers encouraging pupils to discuss 
their work and the work of others can also prompt pupils to relate these opinions to 
the criteria related to the task or to learning outcomes. This fact is borne out in the 
research that follows, where teachers in the three schools practised this at different 
stages of the teaching and learning continuum and in preparation for assessment 
tasks with the students. 
 
Blom and Poole (1999) show the value of peer assessment as a learning tool in their 
study of third year performance major students from the University of Western 
Sydney, assessing their second year peers. At first the third year students thought it 
unfair that they were not involved in performance assessment, and agitated to be 
involved in what they believed was a mysterious grading system. When they were 
encouraged to take part, they suddenly realised the task involved such complexities 
as:  marking to specific criteria, not being influenced by such things as their personal 
opinion of a peer being assessed, not being influenced by prior opinions about the 
musical reliability/unreliability of peers.  
 
These are all issues common to assessors, teachers and peers alike. Blom and Poole 
(1999) reported success with the experiment, and at their institution peer assessment 
is now an integral part of the assessment process, where students feel that they “own” 
the evaluative process and are prepared for the roles of performer, assessor and critic. 
They also found that through peer assessment student assessors understood they were 
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being offered another way of learning about the performance process of others and, 
at the same time, through self-reflection, their own performing (Blom and Poole 
2004). 
 
The music classroom is an area in which all students must feel valued and safe, or 
they will not be prepared to “expose themselves” in their music making efforts, nor 
will they feel comfortable making musical judgements on their own work or the 
work of their peers. Mellor (2000) in her study of 154 Upper Primary school children 
found that the children gave a range of responses when evaluating their classmates’ 
compositions. The responses ranged from value judgements (such as “it is good, I 
like it”) to sensitivity to the quality (“it sounded together”, or “it was a bit rickety”) 
and consideration of clarity of the tune’s organisation (“it was messy”, “it was 
muddled”, to “well organised”, “well thought up and practised”).  
 
Mellor (2000) concluded that the use of a technically correct vocabulary (suggested 
to be taught by the National Curriculum SCAA 1997) may not be evidence of musical 
understanding and concluded that the children had come up with a rich range of 
perceptions using both technical and affective language.  
 
Major (2008) shows in her research that changing a composition as a result of peer 
discussion or hearing the composing work of other pupils in the class that inspires a 
new approach to their work, are both ways of appraising, and the thinking involved 
by the student as a result of hearing a peer’s successful composition inspires a new 
response prompted by music and dialogic interaction in the lesson. According to 
Searby and Ewers, peer assessment inevitably leads to greater self critical awareness, 
and this is vital for improving any aspect of learning. It is also a valuable way of 
developing student autonomy in learning, which is particularly relevant to 
composition (Searby and Ewers, 1996). 
 
Ruddock and Leong (2005) in their case studies of four adult people and their 
opinions on their musicality found that all four in the study were affected by the 
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belief that they had no talent or gift for music and, therefore, they believed that they 
were unmusical. If people were not motivated and supported in a creative 
environment, and were left to think that they were unmusical, then that judgement 
became truth for the individual, and music was not an option for them. Peer 
assessment and teacher discussions have to be handled carefully, as judgement of 
others and by others, according to Ruddock and Leong (2005), can affect self-
judgement.  
 
The suggestions in the document Music 7 – 10 Syllabus: Advice on Programming 
and Assessment, Board of Studies, 2004) are that feedback should; 1) focus on the 
activity and what was expected; 2) be constructive, providing meaningful 
information to students about their learning; 3) correct misunderstandings and; 4) 
identify and reinforce their strengths and state clearly how they can improve (Advice 
on Programming and Assessment, page 13). 
 
While Swanwick (1998) maintains that students should be able to make truly musical 
decisions, to evaluate their own work and work of others, and to independently 
transform and develop their musical ideas and values, McPherson (1998) has stated 
in his research that peer assessment is not always accurate for predictable reasons. 
These include reasons as fundamental as reluctance to be too critical of their peers 
and their unrealistic opinions of their peers’ abilities. With training, however, 
students were able to refine their ability and provide more objective assessments. The 
same findings were made by Bergee (2007), Blom and Poole (1999) and Hunter and 
Russ (1996), who found that with explicit training in assessing, musical judgements 
could be sharpened over time. This training has the positive result of student 
assessors “owning” the evaluative process through knowledge of and use of the areas 
of assessment, which instantly “demystifies” the whole process, and is another 
effective way of learning about performance through assessment.  
 
The students in the Blom and Poole study found that they had to overcome 
prejudices about certain instruments, or certain styles of music, lack of detailed 
knowledge about certain instruments, and how to keep personal opinions about ways 
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they thought music should be played, separate from the task at hand. They also had 
to learn to rely on criteria, and realised how restrictive certain criteria could be. The 
benefit in the Hunter and Russ project was that as students and staff began to 
question the purpose and nature of assessment, they became less judgemental as a 
consequence. They found that assessment of performance was then conducted in an 
open and informed atmosphere that was unthreatening (Hunter and Russ, 1996). 
 
With the right balance of effective feedback and meaningful instruction, feedback 
can be a very powerful tool in enhancing learning (Hattie and Timperley, 2007). 
Feedback is meant to take place after the learning, and following the assessment. It is 
what happens second, and can be one of the most powerful influences on learning 
(Hattie and Timperley, 2007). 
 
Conclusion 
In reviewing the literature relevant to this study of music assessment in the 
classroom, this chapter has presented an overview of research from varied 
perspectives of countries coming to terms with the myriad of issues that exist when 
assessing students’ musical work. These perspectives have come from both 
classroom situations, (with composition, performance and listening activities in 
Primary, Secondary and Tertiary levels) and individual performance situations (such 
as concerts, auditions, eisteddfodau). 
While successful implementation of an authentic assessment program in schools still 
poses questions for teachers, there are many examples of such plans and programs 
available for teachers to use as models, including models suitable for implementation 
in NSW classrooms. The debate over a common language for assessment criteria, 
frameworks, descriptors etc will be ongoing, while debate over an Australian 
Curriculum continues, as it seems that no one model would suit requirements of the 
different school systems and teaching approaches that abound. 
 
There is common agreement on the fact that assessment refers to the means and tools 
that we use to gather information about students and their achievements, while 
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“evaluation” refers to the judgements and decisions educators make about students 
and their work using the results of the assessment (Goolsby, 1995). According to The 
National Association for Music Education Position Statement (2007) two major 
challenges exist. These are: 1) maintaining a balanced curriculum in an environment 
where large scale testing of students is valued (for example in reading, Maths and  
Science), and introducing testing in music that will enrich and improve the total 
school experience and; 2) using assessment in music in order to inform teaching as 
well as benefit the students. 
 
There is also agreement on the fact that assessment tasks need to do more than 
merely provide a snapshot of learning, and need to provide information that can be 
used by students and their teachers to address questions such as “Where am I going?, 
How am I going? And Where to next?” (Hattie and Timperley, 2007). Any valid and 
reliable assessment model has to take account of what pupils are doing and what 
pupils are learning: curriculum activities on the one hand and educational outcomes 
on the other. Learning is the residue of experience. It is what remains when the 
activity is over, the skills and the understanding we take away (Swanwick, 1997). 
 
The next chapter presents the methodology of the study. 
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               Chapter 3 
            Methodology 
 
The specific focus of this research has been an investigation into and evaluation of 
the ways in which quality assessment practice for music is established and 
maintained in the NSW secondary school classroom. The research has taken place in 
three different high schools in three different regions of Sydney, the contexts of 
which have been discussed in Chapter 1. The study has sought the viewpoint of both 
students and teachers at each of the schools. It has also involved an examination of 
support documents, assessment handbooks, and the ways in which teachers use 
composition/instrumental/vocal tutors to support the music program.  
 
The schools were selected with a ‘purposive approach ‘ in mind (Lincoln and Guba, 
1985). Lincoln and Guba note that purposive sampling increases the scope or range 
of data exposed. Once the schools were identified, approval was sought with the 
“gatekeepers”, in this case the Principal and Head Teachers of the schools involved - 
observing protocol (Cohen, Manion & Morrison, 2007). The investigator has been 
mindful of the ethical issues involved, and has ensured that the research participants 
felt “safe” and “trusting” about parting with information and being audio recorded in 
various situations involving assessment tasks. Ethical issues have been actively 
designed into sections of the final proposal, as suggested by Isreal and Hay (2006) 
and Marsh (2009).  
 
The participants were well informed as to the processes that would be involved in 
participating in each step of the study, and had information sheets (see Appendix B) 
with explanations for themselves and their parents/care givers to read before signing 
and granting consent. Informed consent (Appendix C) meant that the students were 
given an explanation of the steps that were being undertaken in this study – for 
example, the researcher observing the class with the teacher in lessons, in group 
activities, and undertaking assessment tasks; the researcher then viewing the student 
work after tasks were marked; and the researcher interviewing the students in groups 
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after the tasks were handed back by the teacher. Involving participants and 
negotiating with those affected (Cohen, Manion & Morrison, 2007).  
 
Minimal disruption to the schools involved in the research was an important 
consideration and an undertaking that student progress will not suffer was given. 
Students, teachers and the schools themselves have been given pseudonyms to 
protect the privacy of all. The data gathered (written records, recorded interviews and 
observations) has been stored in a locked cabinet in a home office. Through each step 
of the research project, the participants were informed about the process of the 
findings : reporting progress (Cohen, Manion & Morrison, 2007). 
 
Selection of Research Method 
The methodology chosen relies heavily on interpretive research. In qualitative 
research, the data collected concerns the viewpoints of the participants, where the 
investigator is the primary instrument, building a collection of “thick” description to 
find out how things work (Locke, Silverman, & Spirduso, 2004). To do this 
effectively, the methods chosen have been interviews, systematic observation of the 
classroom settings where assessment takes place (natural settings), an analysis of 
documentary materials, such as syllabus documents, assessment handbooks, support 
documents from the NSW Board of Studies (BOS) and NSW Department of 
Education (DET) and analysis of any recordings made (audio) of assessment 
examples or interviews.  
 
Analysis of data has been undertaken, ensuring consistency with the underlying 
theory of such research, allowing for new questions to arise which potentially inform 
and guide the further collection of data (Locke, Silverman, & Spirduso, 2004). The 
researcher has been, as investigator, the “key instrument” collecting the data. Using 
the tools described above and with the viewpoints of the readers, the participants, and 
the researcher all making interpretations, multiple views of the issues have emerged 
(Creswell, 2009). 
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The research took place over three terms to enable the researcher time to observe the 
different ways in which assessment was approached at each of the three schools, and 
to collect evidence of growth and understanding in the learning of the participant 
students. The following Venn diagram demonstrates the integration of the research 
questions and the overlap demonstrates the relationship of each question to the 
subjects involved: 
 
 
 
 
Figure 1: Diagram illustrating the integration between teaching, assessment and 
student/teacher perspective (Carter, 2010) 
 
For example, teachers should be asking themselves why and what they are assessing 
and linking the assessment to the teaching and learning program they are following. 
Assessment should be integrated with instruction and not regarded as a separate 
process, or an afterthought, that is added on at the end of instruction (Lehman, 2007). 
From the students’ perspective, assessment should be clearly linked to the classroom 
activities and students should know exactly what they are supposed to learn and how 
they will be assessed (Lehman, 2007). The research set out to find if this indeed was 
the case in each of the three schools involved in the study. 
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The Role of the Researcher 
Qualitative research is characterised by researchers spending extended time on site, 
personally in contact with activities and operations of the case, revising meanings of 
what is taking place (Stake, 2000). A qualitative study is made up of the formulating 
of good questions, matching questions with the appropriate methodology, collecting 
high quality data that is valid and reliable and interpreting those data with thoughtful 
care (Creswell, 2009). Qualitative sampling is described as purposive (or purposeful) 
when it aims to select appropriate information sources to explore meanings (Fossey, 
Harvey, McDermott, & Davidson, 2002). This research project has involved 
collecting data in the natural setting of the three different schools, gathering 
information by talking directly to teachers and students and observing their 
behaviour within their natural context (Creswell, 2009).  
 
This ethnographic method has amongst its advantages the capacity to provide a very 
complete picture of the environment being studied, and because the study has taken 
place over the course of three school terms (from March until September), it presents 
a longitudinal perspective not available in much educational research. The theories 
that are developed are grounded solidly in observational data gathered in a natural 
setting (Borg and Gall, 1989). To do this, the researcher has explored the following 
points through interviews with teachers and students, which have been recorded, as 
well as through the observation of excerpts of assessment tasks. The points being 
examined are: 
i) ways in which  teachers plan their assessment tasks 
ii)  the perceptions of teachers regarding the purpose of assessment  tasks  
iii) perceptions of teachers on the effectiveness of the tasks chosen 
iv) ways in which teachers prepare their students for the tasks 
v) how students perceive the demands and effectiveness of assessment 
tasks 
vi) how and the extent to which the students prepare for their assessment 
tasks 
vii) ways in which teachers give students feedback after each task 
viii) the extent to which teachers believe feedback to students after the 
assessment has been administered helps improve students skills 
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ix) student perceptions on the effectiveness of feedback and whether they 
believe feedback better prepares them for future tasks 
x) the role and status of peer assessment versus teacher assessment 
feedback 
 
The narrative approach of this study consists of focusing on the findings from 
documents, opinions of teachers, students and at each of the three schools involved, 
gathering data through the collection of their opinions, reporting individual 
experiences, and chronologically ordering the meaning of those experiences 
(Creswell, 2007). 
 
As already mentioned, the research took place in a series of visits to three schools 
over the course of three terms. Sampling was ongoing through the course of the study 
and was intimately linked with the emergent nature of the research process (Fossey, 
Harvey, McDermott, & Davidson, 2002). In term 1, lessons were observed, some 
documents collected, and informal discussions took place with teachers and students. 
In term 2, and after administering of each assessment task, student interviews took 
place regarding students’ responses to tasks. Sometimes the students knew their 
results and sometimes had the assessment feedback sheet, but at other times they did 
not. This did not, however, affect the students’ willingness to share their experiences. 
Interviews also took place with teachers after the tasks. The interviews were mostly 
semi-structured, but participants were able to take the lead and tell their stories (as 
happened on occasions), rather than the researcher directing the interview (Fossey, 
Harvey, McDermott, & Davidson, 2002). In term 3 students and teachers also 
addressed some of the above points through informal questionnaires. 
 
By exploring both student and teacher perceptions of assessment, combined with the 
researcher’s findings and observations on unfolding events, the research has shown 
triangulation. This has occurred through the gathering of information from multiple 
sources (in this research, from students, teachers, documents, observations of 
assessment tasks and lessons) in order to develop a more complex understanding of 
the phenomena being studied (Fossey, Harvey, McDermott, & Davidson, 2002). To 
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illustrate this, one such example has been investigation of the importance of peer 
assessment in the three schools.  
 
The NSW syllabus Music 7 – 10 (Music 7 – 10 Syllabus, Board of Studies NSW, 
2003) includes peer assessment as a part of the ongoing learning in each classroom 
on a regular basis. Major (2008), proposes new ways of “appraising” (assessing), 
such as students sharing comments with each other in the form of feedback on 
creative activity, to help inspire them to try new ideas and move in different 
directions, exploring avenues down which they would not have otherwise ventured. 
This aligns with the NSW curriculum model in the 7 – 10 syllabus, in which students 
are encouraged to evaluate their own work and work of others after group tasks such 
as performances and compositions, through reflective writing and observation. In this 
study, information has been gathered from students about their perceptions of 
assessment and its value in their learning, and also the value to them of peer 
assessment, peer feedback and teacher feedback. 
 
To analyse the data collected, the information has been reviewed and gathered from 
the multiple sources, made sense of, and has been “organised into categories or 
themes that cut across all of the data sources” (Creswell 2009, p. 175). A feature of 
this research method is that the focus always remains on the participants’ 
understanding of the issue - both the teachers’ and students’ meaning. Another 
feature is that there cannot be a tightly prescribed plan, and the phases of the study 
change and evolve as data is collected. This is called “emergent design” (Creswell, 
2009, p. 175).  A holistic account has then been drawn in which findings have been 
presented from multiple perspectives - those of the researcher, the teachers and the 
students. 
The theoretical lens of the research has been based on an analysis of the three 
different schools’ theories and philosophies of assessment, combined with their 
understanding of syllabus and their assessment handbooks, which would have 
presumably informed and guided assessment practices of teachers involved in the 
study.  These will provide important insights into assessment design and 
implementation (Creswell 2009). 
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The data from the interviews and lesson observations formed the basis for the 
narrative based approach that has ensued. 
 
Table 4. Data Collection – Observation visits, Interviews 
School Date Event 
March 9, 2010 
Researcher explaining research process to class; observation of 
listening lesson and teacher’s explanation of composition task and 
performance task for end of term 
March 25, 2010 
Observation of preparation for listening task; group performances, 
individual performances 
May 5, 2010 
Observation of feedback on performances (viewed on DVD) given 
by teacher; new topic introduced; duration and pitch notation 
examples given to whole class 
June 17, 2010 
Observation of conduction of performance task (with Drama class 
present as audience also) 
School 1 
June 24, 2010 
Interviews with students regarding composition tasks, performance 
tasks and feedback 
March 4, 2010 
Observation of lesson introducing composition task 
March 18, 2010 
Observation of students in progress with composition task – 
computer work, working with instruments, discussion with teacher, 
Composer in Residence; teachers introducing benchmarks for 
compositions with whole class 
School 2 
May 5, 2010 
Interviews with students after performance task and feedback 
received, discussion about preparation and tuition beforehand; 
discussion on portfolio work and its progress 
 June 9, 2010 
Interviews with students regarding progress in assessment, and 
feedback 
March 23, 2010 
Researcher explanation of the research process to class; observation 
of class  
March 31, 2010 
Observation of students working in groups on compositions and 
performances, and individuals doing interviews with teacher 
May 5, 2010 
Interviews with groups of students on progress in composition task 
and portfolio organisation 
June 9, 2010 
Interviews with groups of students on performance task results, 
efficacy of feedback received, discussion about preparation and 
tuition beforehand 
School 3 
June 16, 2010 Interviews continued with groups on performance results and 
feedback received 
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Chapter 4 
Discussion 
The three schools in the study have been labelled School 1, School 2 and School 3 to 
maintain anonymity. The three participating schools in this research were purposive 
sampling participants, and were selected in the first instance because of the 
willingness and generosity of the classroom music teachers to be involved in the 
study, and the ensuing willingness of the students and Principals for this research to 
occur. The second reason the schools were chosen was because of the differences the 
three offered in terms of location in Sydney – one was situated in Sydney’s northern 
region, one in Sydney’s south western region, and the third in Sydney’s western 
region. The third reason the schools were chosen is because they provide a variety of 
classification of schools, being made up of an Independent school, a selective State 
High School and a comprehensive Co-Educational State High School.  These school 
types are representative of the types of schools common in secondary school 
education in NSW. 
 
In 2010 there were 12,795 students studying elective music in NSW secondary 
schools. The elective numbers in each of the participating schools were healthy, 
demonstrating a tradition of learning and valuing of the music curriculum. School 1, 
for example, had two Year 10 elective music classes operating, one of twenty 
students (the class in this study) and one of twenty-five students. School 2 also had 
two Year 10 classes, each of twenty-five students, while School 3 had one class also 
of twenty-five students. 
 
Teachers in NSW are aware of the method of assessment for learning and the type of 
quality assessment advocated by the NSW BOS through the successful in-service 
training of secondary music teachers, which occurred when the syllabuses were 
implemented in NSW in 2003. This type of assessment has had success in NSW 
enhancing teaching and improving student learning (ARC: Assessment for Learning 
in the new 7 – 10 Syllabuses http://arc.boardofstudies.nsw.edu.au/). It is up to the 
individual class teacher however to make the decision about how and when to assess 
student achievement and what strategies to use to achieve this. When the syllabus 
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was introduced in 2003, in-service courses were provided for teachers by the BOS, 
the DET, and the Independent School Sector. Resource documents were developed 
and shared at training sessions over the next two years through meetings and day 
long in service programs across NSW. 
 
The Phases in the Research 
The research took place as a series of visits to the three schools over terms one and 
two during which time lessons were observed and teachers were spoken to 
informally about the lessons and assessment task preparation being observed. After 
the administration of each assessment task, the students were interviewed about their 
responses to the tasks. At this point they did not always know their results or have 
their feedback sheets, so their reactions were usually honest, self-deprecating and 
raw. The students also answered a series of questions in written form after most of 
the assessment tasks were completed. The rich data from the interviews and lesson 
observations allowed the narrative based approach to develop. 
 
The Context of the Schools 
The three teachers in the participating schools in the research project all approached 
the planning of assessment in Year 10 music in different ways. Each schools’ 
Assessment Schedule was very different, yet all in their own way had ensured that 
assessment for learning was an essential and integrated part of the teaching and 
learning. In School 1, the teacher (pseudonym Ms Minim) was a young teacher 
whose experience would have been limited to their present school and the new 
syllabus, while in School 3 the teacher (pseudonym Ms Quaver) was more 
experienced and would have taught the syllabus prior to 2003. In School 2 the 
teacher (pseudonym Ms Crotchet) had extensive teaching experience in a range of 
schools and as a consultant over the past twenty years or so. 
 
There were differences within and across the three schools. This could be explained 
partly because of their different contexts and therefore different student base. More 
differences became apparent as the assessment program unfolded. For example, 
School 1 is a Government comprehensive co-educational High School located in 
southwest Sydney. According to its website information, the school was established 
in 1965 and has approximately 1000 students enrolled. The school caters for 
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international students mainly from Asian countries with 95% of the school’s student 
population originating from a non-English speaking background, (predominantly 
Cambodian, Chinese and Vietnamese backgrounds). The school is regarded as a 
successful public high school in the area, consistently ranking in the top 200 schools 
in NSW based on HSC results. The smaller of the two elective music classes was 
involved in the research project. When observing lessons in this particular Year 10 
class, it was clear that the music lessons were very tightly controlled and teacher 
centred, with the students being very quiet and compliant at all times – bordering on 
being very shy (when the researcher was present). 
 
School 2 is an independent boys school, which opened on Sydney’s North Shore in 
the early 1900s. The school caters for dayboys and boarders from a wide range of 
backgrounds around Australia and overseas. According to the school website 
information, the school aims for every boy to achieve their maximum academic 
potential in the gifted program, or in the mainstream classes. Students are 
encouraged to excel on the sports field, in cultural and other co-curricular activities 
and to be challenged by spiritual and social justice programs. There are two classes 
of Year 10 elective music students also at this school. In the class chosen for the 
research project, the researcher found the classroom atmosphere to be friendly and 
unrestricted to a certain extent. The students knew they had certain freedoms to work 
independently at certain times, and also knew when the lessons were to be more 
formal. They had the choices in some lessons to work on the areas that for them 
needed attention, and the practice spaces to use independently for performance, or to 
work quietly on their compositions or book/assignment work. No such spaces were 
available for the students from School 1. 
 
School 3 is a Government academically selective girls school. The school is known 
for the academic excellence achieved by its students. The school offers a stimulating 
and focussed classroom environment and is combined with a wide range of extra 
curricula activities in sport, creative and performing arts, academic competitions, 
student leadership and community service. The school website claims that each girl, 
no matter what her interests or talents, will be given the opportunity to have those 
interests and talents nurtured to reach her full potential. There was one elective music 
class at this school with twenty-five students in the class. The students appeared to 
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thrive in a vibrant and friendly atmosphere, and each time the school was visited the 
students appeared to be actively engaged and self-motivated. The classroom was 
filled with musical sounds of students working in pairs, groups or individually, 
experimenting with ideas for compositions and performances. 
 
It is true that, as can be seen from the above descriptions, the schools are each 
catering for very different students, as are all schools. However, as the research 
unfolded, similarities arose between schools and students as well as the predicted 
differences. As one teacher pointed out, even in a selective school the students are 
not selected on their musical ability but on their academic ability, so by their very 
nature most music classes are therefore composed of ‘mixed ability’ and certainly 
mixed ‘musical ability’ students. Each of the classes in the three schools was made 
up of students who were studying advanced grades in instrumental studies alongside 
students who had no instrumental training prior to choosing music as their elective 
subject. 
 
The Elective Music Course in Stage 5 
There are three learning experiences stated in the 7 – 10 Music Syllabus: performing, 
composing and listening. Musicology does not appear until the next stage, the Stage 
6 syllabus for Years 11 and 12. The three learning experiences are intended to be 
studied in a variety of contexts (styles, periods and genres) and through specific 
topics.  
 
In Year 10 music elective there is a compulsory topic of Australian Music, in which 
students must study Australian art music as well as a range of repertoire from a 
diverse list which includes such choices as jazz, music for radio, film, television and 
multimedia, popular music, the role of improvisation to name a few areas. To fulfil 
the 200-hour course requirements, topics studied in Year 10 are chosen from two 
groups (see Figure 2 below). Group 1 contains traditional topic areas. The syllabus 
unpacks these topics with suggestions on how they could be approached, and 
teachers may “approach further topics from either group or devise further topics of 
their own.” There is a certain amount of freedom and teacher creativity can be 
employed. 
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Figure 2: Contexts in the elective course 
Group 1 
• Baroque Music 
• Classical Music 
• Nineteenth-century Music 
• Medieval Music 
• Renaissance Music 
• Art Music of the 20th and 21st Centuries 
• Music of a Culture 
• Music for Small Ensembles (Group 1) 
• Music for Large Ensembles (Group 1) 	  
Group 2 
• Popular Music 
• Jazz 
• Music for Radio, Film, Television and Multimedia 
• Theatre Music 
• Music of a Culture (different from Group1) 
• Music for Small Ensembles (Group 2) 
• Music for Large Ensembles (Group 2) 
• Rock Music 
• Music and Technology 
Music Years 7 – 10 Syllabus 2003 (page 36) 
 
The three schools in the study were all approaching the topic selections differently. 
School 1 had made clear the contexts – term one Music of the Nineteenth Century, 
term two Australian Music, term three Music for Radio, Film, Multi Media and term 
four, Popular Music. The students are being assessed in the areas of performance, 
composition and listening in each of the topic areas each term. 
School 2 chose Theatre Music for term one to address composition and in term two 
to address performance assessment. The other topic choices for the year were 
Classical Music and Australian Jazz. 
School 3 chose Baroque Music as the focus for the composition task in term one, and 
for performance assessment in term two, the students could choose between either 
the Baroque Period or the Classical Period. 
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Use of Support Documents – Syllabus, Assessment Resource Centre Documents, 
Assessment Advice 
There are six Assessment for Learning Principles as set out for teachers in the Music  
7 – 10 Syllabus: Advice on Programming and Assessment (page 6). This document is 
readily available via the BOS website for all teachers to base their assessment models 
on and provides sample units of work with assessment strategies clearly set out to 
explain the process in gathering evidence of learning. These six principles are as 
follows: 
Assessment for learning: 
1) Emphasises the interactions between learning and manageable assessment   
strategies that promote learning 
2) Clearly expresses for the student and teacher the goals of the learning 
activity 
3) Reflects a view of learning in which assessment helps students learn better, 
rather than just achieve a better mark 
4) Provides ways for students to use feedback from assessment 
5) Helps students take responsibility for their own learning 
6) Is inclusive of all learners 
 (7 – 10 Syllabus: Advice on Programming and Assessment) 
 
When choosing assessment strategies, teachers of music are advised to employ a 
range of assessment strategies to ensure that information is being gathered regarding 
the knowledge and understanding being explored, and the skills that are being 
developed (Music Years 7 - 10 Syllabus Board of Studies New South Wales, 2003). 
The syllabus advises that strategies should be appropriate to the outcomes being 
addressed, be manageable in number and be supportive of the learning process.  
 
Teachers are reminded to consider the following when planning their tasks: 
1) the requirements of the syllabus 
2) the accessibility of the proposed activity in terms of language requirements 
3) the appropriateness of the challenge presented to individual students 
4) resource availability 
5) how the task will be administered 
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6) the way in which feedback will be provided  
(Music Years 7 - 10 Syllabus Board of Studies New South Wales, 2003 page 
59) 
Each of the three schools had considered the points 1) to 6) in the list directly above, 
but two of the three had included extra components to their assessment tasks which 
were not part of syllabus requirements at this stage of learning for formal assessment. 
Further exploration will show the way in which the teachers followed the above steps 
in their assessment task designs. 
 
One of the teachers in this research project referred to the Assessment for Learning 
Principles as outlined in the Music 7 – 10 Syllabus when mentioning the importance 
of assessment tasks meeting the requirements as outlined in the syllabus. However, 
the remaining two teachers did not refer directly to any of the documents available to 
support the syllabus nor did they refer to their use of the Assessment and Reporting 
Centre material available on the BOS website. This could be that teachers’ daily 
lives are very busy and full, with a number of different ranges of classes to teach, 
assess and report on, and so there is no time to access or refer to material on a regular 
basis. Once the lessons have been programmed for the year and the teacher has “tried 
and true” practices in place, and the only person responsible for the classroom 
program is the teacher themselves, then the normal response in most situations is 
informal and intuitive – and teachers “simply get on with the job at hand”. 
 
When asked at the beginning of the school visits by the researcher for a copy of the 
Year 10 assessment handbook, it was apparent that none of the schools in this 
research project had a handbook with the Year 10 subjects and their years’ 
assessment plans included. Two out of three schools made available the information 
for music as it unfolded – task-by-task - while only one school had an assessment 
schedule with all tasks, weightings and outcomes listed and made it available to the 
researcher in term one. This school later produced a revised schedule, which was 
different to the first, but from the marking sheets provided after each task was 
completed, it was evident that the first schedule was the one being followed. 
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Differences between schools 
The first difference that appeared between the schools was the number of tasks used 
to assess students and the designated weighting of these tasks. At School 1 a new 
assessment schedule was drawn up for each unit of work that was studied by the 
students. This meant that there were four assessment schedules produced for the 
year, each schedule showing assessment in each component, (and an additional 
component of musicology) each term. Each term’s schedule added up to 100%. In 
term three the teacher also produced an assessment schedule that had the three 
components and four terms listed that went some way towards explaining the 
weightings: 
 
Table 5: School 1  Assessment Schedule (Term Three) (Retyped by researcher) 
Term Performance 30% Composition 30% Listening 40% Marks 
1 Ode to Joy 10% 
Italian Song 10% 
Choice from topic 
10% 
Bass line 10% 
16 bars with 
Romantic features 
20% 
Passed (sic) paper 
Revision of works 
studied 
 
2 Opportunity 10% 
Topic Choice 
20% 
Compose music 
for Aboriginal 
Music 30% 
Revision of works 
studied 20% 
Intervals 10% 
Rhythm and 
melody dictation 
10% 
Half Yearly 
Half Yearly Mark 
= percentile of 
topics 1 & 2 
3 Simpson’s Theme 
10% 
Raider’s March 
10% 
Choice from topic 
10% 
Compose music 
for film 30% 
Revision of works 
studied 20% 
Intervals 10% 
Rhythm and 
melody dictation 
10% 
 
4 12 bar blues class 
performance 10% 
Student choice 
20% 
Compose melody 
to 12 bar blues 
30% 
Passed (sic) exam 
paper and 
Listening: 
“Lucille” Little 
Richie (sic) 
Yearly Exam 
Yearly Mark = 
70% of yearly 
marks and 30% of 
topics 1, 2 and 3 
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According to that document, the final mark for Year 10 in School 1 was to be made 
up of 70% of yearly exam mark and 30% from the topics in terms one, two and three. 
It was unclear, however, exactly where that 30% came from – performance, 
composition or listening (or musicology). It also meant that in the course of the 
year’s work, students were being assessed multiple times in each component area, 
and these were not always equally weighted. At this particular school over the course 
of the year, performance is assessed ten (10) times with a total of 120%, composition 
is assessed 5 times with a total of 120%, listening assessed 9 times with a total of 
160%. This is unclear, as it is assuming that the entries without an allocated mark – 
terms one and four – were allotted the 40% as suggested in the column heading. 
The component of listening has the largest weighting of marks at 40%, while 
performance and composition were given 30% each. 
 
At School 2 there were four tasks given over terms one, two and three. A difference 
between this school and the other two schools was that no assessment was planned 
for term four because of other school commitments for the students in this term. The 
students are involved in cadet training camps in term four, and Year 10 marks have 
been collected in all subjects with their Year 10 studies finalised. This is an unusual 
situation, as the Year 10 curriculum is designed to be taught over a four term year. 
As each assessment task occurred, its details were handed out to the students and the 
researcher. These tasks will be discussed in a later section of this document.  
 
In term three, week six, the performance component of task 4 was undertaken, and in 
week nine the written examination was held. (In effect, two tasks worth 35% in total, 
but listed as one task). At this school, as for School 1, there was also unequal 
weighting for each component. For example, performance was assessed twice with a 
total of 35%, composition was assessed once with a total of 20% and listening was 
assessed twice with a total of 45%. Again, as for School 1, the listening component 
was given more weight than the other components. 
 
In lieu of an assessment table provided by the school, the following table was drawn 
up by the researcher to illustrate the tasks and the component areas: 
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Table 6: School 2 Assessment Schedule (summarised by researcher) 
Task Type Weighting Context Date 
1 Composition 
Including portfolio 
20% Theatre Music Week 9  
term 1 
2 Performance 15% Theatre Music Week 2  
term 2 
3 Listening/Notation test 
 
30% Classical Period Week 9  
term 2 
4 1. Listening/notation 
exercise 
2. Performance	  
15% 
20% 
1. Australian 
Jazz 
2. Own choice 
Week 9  
term 3 
Week 6  
term 3 
 
 
School 3 was the only school to provide an assessment schedule upfront (see Table 7 
below), on which there were six specific tasks listed over terms two, three and four. 
In this schedule, tasks three and five consisted of several parts (for example, task five 
consists of a solo performance, an ensemble performance and sight singing, while 
task three consists of a solo performance and sight singing). Attached to this 
schedule was detail of each of the assessment tasks so that students had a clear idea 
at the start of Year 10 of the requirements for the year and could prepare ahead with 
private teachers finding relevant repertoire if required. 
 
Similarly to the other schools, the components were also unequally weighted, with 
performance totalling 40%, composition 35% and listening 25%. In this school’s 
schedule, (the authentic document from the school), the emphasis was given to 
performance instead of listening. 
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Table 7: School 3 Assessment Schedule 
 
 
 
      Total: 100% 
 
A revised Year 10 2010 assessment outline document was also provided for School 
3, which had syllabus outcomes, task description, and due date of each task clearly 
outlined but which differed from the above assessment schedule. This revised 
assessment schedule varied from the first in the order, the description, and the 
weighting of the tasks. From the feedback sheets provided by the teacher after the 
first and second tasks, it was evident that the first schedule (above) was the one used. 
In the revised schedule, composition was weighted at 20%, performance at 35% and 
listening at 45%. 
 
It is a suggestion (ACE Manual, Board of Studies) that assessment tasks be weighted 
at no more than 15% and no less than 10%, and that tasks are weighted more heavily 
as the year progresses. Advice is also provided in the document from the BOS on the 
Course Performance Descriptors (CPDs) suggesting that greater weight should 
generally be given to those tasks undertaken towards the end of the course (Board of 
Studies, 2005) The table below demonstrates that this suggestion was not heeded by 
the schools in this study. 
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Table 8:      Occurrence, Number and Weightings of Assessment Tasks 
Components Term one Term two Term three Term four 
Performance Sch.1 (30%) Sch.1  (30%) 
Sch.2 (15%) 
Sch.3 (15%) 
Sch.1  (10% or 
30%) 
Sch.2  (20%) 
Sch.1  (10% or 
30%) 
Sch.3  (25%) 
Composition Sch.1 (30%) 
Sch.2  (15%) 
 
Sch.1  (30%) 
Sch.3  (10%) 
Sch.1  (20% or 
30%) 
Sch.3 (25%) 
Sch.1  (30%) 
Listening Sch.1  (25%) Sch.1 (40%) 
Sch.2  (30%) 
 
Sch.1  (20% or 
40%) 
Sch.2  (15%) 
Sch.1  (not stated) 
Sch.3 (20%) 
Extra Sch.1 Research 
task (15%) 
Sch.2 Task1 
Portfolio 5% 
 
Sch.3 Task1 
Portfolio (5%) 
Task 2 Viva Voce 
5% 
Task 3  
Sight Singing 
5% 
Sch.1  10% 
Theory 
Assessment 
(terms and 
definitions of 
music studied 
during term) 
Sch.1  Half 
Yearly mark 
percentile of 
topics 1 and 2 
Sch. 3 Sight 
singing 5% 
 
This Table 8 shows a comparison of the number of times the components of 
performance, composition and listening were assessed over the course of the four 
term year in each school, and the weighting of each of the tasks. The last box also 
lists the extra layers that each school added to different tasks throughout the school 
year. 
 
Extra layers:  Term 1, School 1 added a research task for 15% and School 2 a mark 
of 5% for the portfolio; Term 2 School 3 added a mark for the portfolio, a viva voce, 
sight singing (5% each); Term 3: School 1 a 10% Theory assessment; and term 4 
School 1 added marks from terms 1 and 2, School 3 another sight singing task for 
5%. 
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Table 9:    Cumulative percentage of marks accounted for over Year 10 
 
 Table 9 (above) illustrates the uneven weighting of tasks and the cumulative 
percentage of marks for each of the three schools across the full assessment period of 
four terms.  
School 1, by assessing in every component area in each term, had clearly gathered 
more marks by formal assessment than was necessary in term one, repeating the 
process in terms two, three and four.  
School 2 had 65% of the marks from formal assessment collected by half way 
through the course, perhaps because the syllabus in Year 10 was taught over the 
course of three terms instead of the usual four at this school.  
School 3 spent the first term teaching and learning and had a more balanced program 
of assessment that allowed the students to develop their knowledge and skills before 
being formally assessed in the first half of the year. The weighting of 45% in term 
four, however, is almost half of the year’s mark in one assessment task for the yearly 
examination. 
An analysis of each component area as they were assessed in each school follows, 
beginning with composition. 
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An Examination and Comparison of the Design of Assessment Tasks in 
Composition 
 
Composition is one of the three component areas or “learning experiences” in the 
Music Years 7 – 10 Syllabus. In the elective course in Stage 5, the objective is that 
“students will develop knowledge, understanding and skills in the musical concepts 
through composing as a means of self-expression, musical creation and problem-
solving” (Music Years 7 – 10 Syllabus 2003, page 31). The syllabus states that in 
composing the students will have experiences in the following: 
• Improvising, arranging and composing using a variety of sound sources and 
movement activities 
• Using computer-based and other technologies to create and notate 
compositions 
• Notating compositions using notation appropriate to the music selected for 
study (for example, traditional notation, guitar tablature, percussion notation, 
neumes) 
• Developing a portfolio of compositions and compositional work 
(Music Years 7 – 10 Syllabus 2003 page 35) 
 
The approach to the teaching of composition varied widely within the three schools, 
as did the design of the composition assessment task itself and the timeline for the 
preparing for that task. Two of the three schools had composition as the first and 
only task of the year for Year 10 assessment. School 2 was the only school which 
had access to a Composer in Residence, and in this school, the Composer in 
Residence worked with the teacher and the class once a week for all of term one 
specifically on the assessment task. This was a procedure that the class was familiar 
with, as the same model had been used for the class in their year nine elective music 
course.  
 
The class was given the task early in the term, and then had ten weeks in which to 
complete it, under the guidance of the class teacher and Composer in Residence. The 
task was quite detailed, and over the course of the term the teacher and the Composer 
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in Residence sought to deconstruct the task and to demystify the composition process 
for all students.  
 
In School 3, the teacher gave the assessment task to the class in the last week of term 
one after extensive listening and modelling of the exercise, and the task was to be 
assessed twice – once in a “progress review” for 10% of the years’ marks in week 
two of term two, with the final submission (score and recording) due in week ten of 
term three. The teacher met with the students each week to check on their progress 
and discuss their ideas for their compositions, so when it came to the “progress 
review”, the idea was not alien to the students. The progress review consisted of a 
viva voce with the teacher on the development of the composition “so far” and a 
discussion of the development of the musical ideas and the score. A finished product 
was not expected until the end of term 3, but a work in progress and a discussion on 
the musical influences took place and evidence of continuing work was expected in 
the developing portfolio. 
 
Both of these schools had provided the students with clear and detailed descriptions 
of what was required, and provided learning experiences to prepare them for the task. 
As part of the assessment mark, both of these schools also required a recording of the 
composition and a finished portfolio to show the process of composition. 
 
School 1 had a completely different approach to all aspects of assessment in each of 
the component areas. School 1 will now be discussed in task detail.  
 
School 1 gave the students an assessment schedule for term one, which included all 
the tasks to be assessed that term. (This process was then repeated each term). The 
first task for term one was to be a performance task in three parts, the first part of 
which was due in week three, and the composition task was the second task listed. It 
consisted of two parts – a bass line to “Ode to Joy” due in week seven (10%) and a 
“composition using Romantic features” due in week ten  (20%). The schedule named 
the tasks, gave the due date (week of term) and provided the weightings. No syllabus 
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outcomes were flagged, nor was there more detail provided on each task other than 
provided on the schedule. 
 
Table 10: School 1 Assessment Schedule for Term 1 (retyped by researcher) 
Assessment Schedule: Music of the Nineteenth Century 
Performance “Italian Song” class performance 15% Due: Week 3 
Ode to Joy class arrangement 15% Due: Week 7 
Individual choice of Romantic composer 10% Due: Term 2 Week 1 
 
 Total for performance: 30% 
Composition Bass line to Ode to Joy 10% Due: Week 7 
 Composition using Romantic features 20% Due: Week 10 
  Total for composition: 30% 
Musicology Research Task 15% Due Week 9 
 Written test/Aural 15% Due Week 10 
 Past paper examination 10% Due: Week 10 
  Total for musicology: 40% 
 
The component of musicology is not an assessable component in Stage 5. 
Musicology appears as a Stage 6 component. It is presumed by the researcher that the 
teacher has used this title for the component instead of “listening”. To accompany 
this schedule a separate sheet with Marking Criteria was provided for the first 
composition task and the first performance task. The task requirements descriptors 
appeared at the top of the composition task and consisted of four points indicating 
the basis for the criteria. 
For the composition in the Romantic style, the Marking Guidelines presented a grade 
for each of the four criteria box by box, as opposed to the usual progression of five 
boxes with A to E descriptors with each of the task requirements addressed 
separately in each box. No outcomes were provided for this task, and no weighting, 
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(although with four boxes each marked out of 5 it is presumed the total mark would 
have been 20). The Marking Guidelines suggest that marks were being allocated for 
the success of each of the four criteria points rather than a holistic impression and 
overall awarding of marks as is the usual practice with Marking Guidelines (and the 
format followed by the other two schools). The students did not, however, appear to 
find anything unusual or difficult about the task and the Marking Guidelines. 
Table 11: School 1: Composition Assessment Task Term One 
 
(Original document from School 1) 
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The first criterion was straightforward and gave the students the exact length 
required, sixteen bars. The second criterion stated was to use the three chords on 
which to base the composition: chords I, VI and IV. This was a curious choice for an 
harmonic framework, as the models given to the students in listening and performing 
were Beethoven’s Ode to Joy, Dvorak’s New World theme, Tchaikovsky’s Italian 
Song, none of which use that particular chord progression. Also, the dominant chord 
was missing with which to lead the students back in the structure to the tonic. 
 
The lay-out of the Marking Guidelines looks at first glance as though a student could 
be awarded 5 marks for simply having “completed 16 bars of melody and harmony”, 
“successfully used three chords that are harmonically correct in a sixteen bar 
composition”, “shown an excellent understanding of the concepts of dynamics and 
duration using a wide variation in their composition” and “demonstrated an excellent 
understanding of computer technology, and use of Musescore software with accurate 
notation”. This could plausibly be achieved without any clear understanding of the 
Nineteenth Century style of writing appearing at all in the finished work. 
 
In the term 2 composition assessment task for the topic of Film Music, the 
descriptions at the top of the task were actually instructions on how to do the task in 
a step-by-step process (for example, i) create a 16 bar composition choosing from 3 
examples, ii) write a title for your composition, and iii) submit the composition via 
email). The Marking Guidelines which then followed were a direct “cut and paste” of 
the Nineteenth century composition task guidelines in term one (see Table 10 
above). No outcomes appeared at all for this task. The teacher at School 1 did not 
reinforce or explain outcomes with the students before each task and therefore there 
were no expectations from the students regarding the syllabus outcomes. 
 
Term 2 Assessment task Table 12 on next page: 
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Table 12: School 1 Term 2 Composition task (Document re-typed by researcher) 
Term Three Assessment Task 
1. Composition  Due Date: 2.9.10 Thursday Week 7 
*Create a Muscore composition of a minimum 16 bars choosing from  
a) Music that creates a character (e.g. villain/ hero) 
b) Music that creates a sense of time and place (E.g. A jungle/ France) 
c) Music that evokes emotion (e.g. suspense, tragedy, romance). 
*Include in the title a) your name (composer’s name) 
  b) Title of the piece (e.g. ‘Music that creates the character of a hero). 
*Submit the composition via email/studywiz. This composition is not a performance. 
 
In the term 3 composition task on the Australian music topic, the teacher presented 
two outcomes, the first of which is a task specific outcome, and the second is a 
simplified adaptation of outcome 5.6 – uses different forms of technology in the 
composition process. There were 3 dot points for the task description, followed by 
Marking Guidelines, labelled “Marking Criteria”. The task appeared as follows: 
 
Table 13. School 1 Composition assessment task term 3 (Document re-typed by 
researcher) 
Composition Task– Australian Music Topic 2 Stage 5 
Outcomes to be assessed: 
*Students successfully compose a melody over given bass line 
*Students use music technology in the composition process 
Task Description: 
1. Compose 16 bars of melody using the pentatonic scale 
2. Notate the melody over the drone on given manuscript 
3. Re-write composition onto Muscore (sic) using laptops 
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The harmonic plan is simple – pentatonic – and the structure is just “16 bars” in 
length. In the Marking Guidelines/criteria, however, an extra description of 
‘composing an ostinato’ was added’.  
 
As can be seen from the three composition tasks presented, the tasks themselves did 
not increase in difficulty over the duration of the course. The changes were in the 
topic area or style asked of the students. No portfolio (or reflection document on the 
process of composing) or recording of score was required for this task. 
 
The second school reported on in task detail is School 2. As stated previously, 
School 2 had spent the bulk of the first term preparing the students for the 
composition task, which also had a portfolio component attached to it. It was the 
only formal assessment task set for this term. As the class teacher said:  
The Composer in Residence taught with me and modelled the whole 
process, including giving video examples of each of the styles of 
composition in the task. It was a very in-depth pre-task presentation 
and the students asked lots of questions during this phase.  
(Ms Crotchet,* School 2) 
 
The teacher believed that having a Composer in Residence and classroom teacher 
over the course of the students’ elective program provides the school with the 
opportunity to improve the success of students in Music in the HSC. The teacher felt 
that the good results in the HSC could be attributed to the composition and portfolio 
skills, which are built on in years 9 and 10 through regular workshopping and 
modelling the composition process in class. The students were provided with detailed 
descriptions of the task with instructions, outcomes, Marking Guidelines, marking 
feedback sheet, as well as detailed descriptions of the “extra layer” asked for – the 
portfolio on the composition process. See Table 14 below for task detail. 
 
The students were to write music for a specific part of a musical, the libretto of 
which was composed by the Composer in Residence at the school.  
(*Pseudonym used) 
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The Composer in Residence had also been teaching the students composition since 
the start of the elective course in year nine and had modelled other composition 
processes with them. The students were randomly put into groups as Composer A to 
G, writing either a song for a character, an overture, or incidental music, each with 
explicit instructions to follow. The Composer in Residence worked with the class and 
teacher once a week in class time on this task, and students were free to contact both 
these mentors at weekends or anytime online to seek assistance with any musical 
questions which arose as they worked. 
 
The Marking Criteria for this task were clear and explicit and the students spent most 
of term one working in the classroom using their laptops experimenting with 
notation, the concepts of music, structures and styles of music that fitted the topic 
area. For example, the students had the task description and Marking Guidelines 
loaded onto their laptops, and they had video examples of the styles they were to 
base their compositions on to listen to when they felt the need. The software being 
used was Sibelius. By the start of Year 10, all the students in this school had a 
working knowledge of using this software. 
 
Modelling of different musical examples had been given in class time in the lead up 
to this task, and in the context of the topic, Theatre Music. For example, the students 
had examples from musicals including Oklahoma and West Side Story, loaded onto 
their laptops, as well as examples from operas. The examples included solo songs, 
chorus songs, instrumental numbers etc – examples that fitted with the description of 
what was being asked in the task. During other lessons in this term, the topic of 
Theatre Music was also being studied through listening and performance activities, 
which was simultaneously building on ideas and broadening their experiences in this 
topic. 
 
At first glance, the task seems to be a sophisticated task for students at this stage of 
learning, all of whom came from a range of musical experience and skills. While it is 
true all of the class have instrumental lessons, not all students have a theory 
background and for them, this type of composition task is a complex and challenging 
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process. The teacher and Composer in Residence were aware of the disparity of skills 
differences within the class. As the teacher said: 
(The Composer in Residence) designed the assessment based on the 
previous years’ task and went through it in great detail with me 
before proceeding. With the huge variety of student skills we knew it 
would challenge many and be easy/difficult for others. (Ms Crotchet,* 
School 2) 
 
Shown on Table 14 below, the outcomes for Stage 5 music composition, numbers 
5.4, 5.4, 5.6 and 5.9 are the correct outcomes for this component. The outcomes 5.11 
and 5.12 however, are not assessable syllabus outcomes as they are “Values and 
Attitudes” based and as such, are excluded by the BOS from being assessed in formal 
assessment tasks. Their relationship to the portfolio aspect is also somewhat tentative 
(referring to “the aesthetic value of music as an artform” and “demonstrates a 
developing confidence and willingness to engage in performing, composing and 
listening experiences”).  
 
The outcomes appear in the Stage 5 Syllabus on page 13 where in the Objectives it 
states that students will: “value and appreciate the aesthetic value of all music and 
the enjoyment of engaging in performing, composing and listening”. It states quite 
clearly in the Advice on School Certificate Grading that “Objectives from the 
affective domain (ie values and attitudes) should not be used in determining a 
student’s grade” (http://arc.boardofstudies.nsw,edu.au/go/sc/sc-grading). 
 
 
 
 
 
 
 
*(Pseudonym used) 
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Table 14: School 2  Composition Assessment Task (Authentic document from 
school) 
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On this pro-forma, the outcomes were clearly described, the task description is 
outlined, and the due date given. The weightings had been altered by the teacher on 
the top of the composition task sheet from 20% to 15% and portfolio from 10% to 
5%.  
 
When visiting the school in March 2010, two weeks before the due date, it was 
observed that the students were all at different stages of their composition. The 
teacher and Composer in Residence were confident that all students were engaged 
and understood what to do, but some of the students found the task very difficult and 
were also struggling with keeping the portfolio aspect of the task on track. The 
students ranged from being unclear about specific instrumental or voice writing, to 
having a developing sophistication of knowledge of writing for voice and 
instruments. An example of the disparity of levels observed was of one student 
writing a trumpet part that contained no rests for about twenty-four bars, and some 
students with a melody of a complete song finished but no definite chord structure 
(or harmonic basis).  
 
There were also students who were at such an advanced stage of their composition 
task that they chose to work on their performance task (coming up in term two) 
instead of seeking assistance with composition in class time. These students had an 
advanced knowledge of the theoretical aspect of the task and were confident that 
their progress was satisfactory. The students in class worked quietly and calmly at 
their own pace and raised their hands when needing assistance from either the 
classroom teacher or the Composer in Residence. This environment had a definite 
“learner-centred focus”, as students seemed very comfortable and worked at their 
own pace nurtured by a personalized, online (and face-to-face) mentoring 
relationship (Bolton, 2008).  
 
The students at this school were encouraged to work on the portfolio in the last ten 
minutes of the designated lesson each week for composition, and so by week 10, the 
portfolio had grown and developed and so was not a concern for most of them. 
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However, as will be seen in the discussion on student perspectives, it still caused 
some students difficulties and they struggled with the process. 
 
The Composition Task for School 3 will now be discussed. 
 
School 3’s approach to the composition task via the “progress review” in term two 
and the final submission in term three allowed the students the scope to plan, 
experiment and fine tune until they were satisfied that their product was finished and 
ready for the final marking, which did not occur until term 3 week 10. After this first 
submission in term 1, the students could build on the teacher’s comments and 
suggestions, which were provided through regular meetings and informal viva voces 
on their work in progress. They could then incorporate new ideas or change direction 
totally if necessary. This is a replica of the model used for composition with year 12 
students. 
 
In term one the teacher modelled the ground bass idea in lesson time introduced 
through the context of the first topic for the year, which was Baroque Music. The 
students were all immersed in the Baroque style through listening, and performances 
on their own instruments, and in the workings of a ground bass through classroom 
ensembles. 
 
During their interviews with the researcher, the students reported they had listened to 
a range of examples of works using ground basses, ranging from Baroque works 
(Pachelbel’s Canon) through to modern songs such as “A Whiter Shade of Pale” 
(Procul Harem), “With or Without You” (U2), “Viva la Vida” (Coldplay) and many 
more. Over the course of the term, the students had opportunities to listen to as much 
stimulus as they wished and to improvise with the ground bass ideas. This they did 
with the aid of other students who helped by providing the bass line while 
individuals played a melody above, experimented with instrument choices, 
combinations of instruments, and so on, all the while building their confidence and 
skills base for the task. By meeting with the students on a one-to-one basis each 
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week, the teacher at this school was engaging her students in a dialogue about their 
work by allowing them to discover the process of reflecting and evaluating, and 
enabling them to further grow in confidence and musical knowledge (Major 2008). 
 
Table 15: School 3 Composition Assessment Task detail for students:(authentic 
document) 
 
 
The above description contains a lot of detail for the students, making explicit the 
steps to follow for a successful outcome. The criteria are outlined in the paragraph 
“The Composition will demonstrate”. The outcomes were listed on the assessment 
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outline given to students at the beginning of the term, and the Marking Guidelines 
given on a separate feedback sheet. 
 
Performance assessment tasks at the three schools will be discussed in the same 
manner as above. 
 
An Examination and Comparison of the Design of Performance Assessment 
Tasks 
Performance is one of the three component areas or “learning experiences” in the 
Music Years 7 – 10 Syllabus, and in the elective course in Stage 5, the syllabus states 
that in the area of Performing the students will have experiences in the following: 
• Performing a range of repertoire 
• Performing student compositions 
• Performing repertoire characteristic of the compulsory and additional topics 
studied 
• Improvising 
• Discovering the capabilities and ranges of various instruments and voices 
• Accompanying 
• Interpreting a variety of musical notation styles 
• Using different types of technology for performance 
• Performance presentation 
(Music Years 7 – 10 Syllabus 2003, page 35) 
Performance was approached differently in each of the schools, a finding which may 
not be surprising, as a teacher’s approach to performance possibilities is often 
dictated by such circumstances as the teacher’s own experiences in performance, the 
makeup of the class itself and the resources at the teachers’ disposal. The make up of 
classes in NSW is different from school to school, area to area, and resources vary 
greatly within schools. For example, in some schools there are practice rooms 
available for students to rehearse their solo work and group work in class time. 
However most schools are stretched to capacity with timetabled classes, and a spare 
room is a luxury that is not common in a lot of schools.  
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Some schools arrange for private tuition to take place on a rotational basis with 
students attending lessons during their music class time, and those students mostly 
rehearse privately with their private teacher and not in class. On other occasions in 
class time the students may have an allocated time to rehearse with their 
accompanist. There are, of course, schools which do not have access to any of the 
above resources due to lack of funds and space, and so practical activities take place 
either in large groups with the whole class, or with students going outside to rehearse 
alone or in small groups, or occasionally, a large number of students all rehearsing 
different things within the one classroom.  
 
Music teachers are used to such an environment, and the majority of students and 
teachers in NSW schools accept lack of space as the norm. It would be expected that 
all elective music classes in Year 10, however, would have some sort of experience 
of some or all of the activities suggested by the syllabus (as outlined above) in the 
classroom environment. 
 
On the researcher’s first visit to School 1 the teacher was observed giving a revision 
lesson to the class of themes they had studied in their first topic for Year 10, which 
was Nineteenth Century Music. The lesson was in the spirit of an integrated lesson, 
incorporating practical activities as well as listening activities. The class was 
observed playing a simplified version of the theme from Dvorak’s New World 
Symphony. The instruments suggested to the students by the teacher were all 
“classroom instruments”. For example, some students played the melody on guitar, 
some on glockenspiels, and two of the students had their own violins. The teacher 
accompanied the class as they all played together. They did the same with 
Beethoven’s Ode to Joy, the theme from Schubert’s Trout Quintet and Italian Song 
by Tchaikovsky.  
 
Because the melody lines were simple, it was apparent that some students found the 
activity easy while others did not. All students complied and played these melodies 
without complaint. The renditions were all tightly controlled from the front of the 
room by the classroom teacher in a traditional manner that has been described as a 
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recitation setting in research on task organisation of the classroom music teacher in 
secondary schools (Gilbert, 1998). Gilbert found that music teachers spend a high 
proportion of their time in this kind of a setting when teaching a song, playing 
instruments or an activity regarded as a practice activity, as the setting lends itself to 
the teacher structuring, demonstrating and reinforcing the particular activity and 
allows the teacher to be in control of the activity and manage the behaviour of the 
class.  
 
The level of performance witnessed on this occasion would have been the equivalent 
of a mandatory music year eight class in performance activities. This was a curious 
choice of activity for the teacher to make, having already said that most of the 
students had private tuition (the major instrument studied was the piano). Therefore, 
the students themselves could have easily played any of this repertoire as a melodic 
line and harmonic accompaniment on piano. However, in a classroom, there is 
sometimes only one piano, which is a problem for all music teachers in a class of 
pianists – who plays the piano? And what do the rest of the students do? The solution 
this teacher found was to involve all students in tuned percussion or guitar playing so 
that they would have some ensemble experience. 
 
In the second half of the lesson, students were given a practice examination paper 
(from the Independent Schools’ School Certificate Year 10 papers), which involved a 
listening component consisting of questions and answers on Beethoven’s Piano 
Concerto No. 5. The teacher directed this section of the lesson tightly also, asking for 
answers from some students, and providing the answers when there was no response. 
 
To conclude the lesson observed on Dvorak’s New World Symphony, the teacher 
asked if anyone would like to perform a solo work for the class. Three girls elected to 
perform for the class. None of the repertoire chosen was from the Nineteenth 
Century. The first girl, Marcia*, sang and accompanied herself more than 
competently on guitar a song called Catch Me by Demi Lovato. The second girl,  
(*Pseudonyms used) 
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Tracey*, sang and accompanied herself also on guitar, a song she had composed 
herself, called Up in a Cloud. The third girl June*, played Vivaldi’s Spring theme on 
violin.  
 
It was difficult to realise that these were the same students who had just spent the 
past forty minutes playing the simplified versions of the themes from New World and 
Ode to Joy very patiently as a whole class, when their competency level was much 
higher than the challenge being provided within the class environment. In a 
discussion after class with the teacher about the performing ability of the students, 
the teacher indicated she was surprised at the performances, as she did not know that 
the students were capable of performances such as the ones we had just witnessed.  
 
The activities within class time did not provide the opportunity for the students to 
express their natural ability under the restrictions imposed on them by the topic, the 
space available for learning, and the teacher’s preference for a teacher centred 
environment. Green (2001) has shown how rock musicians teach themselves with 
help from their peers. They choose music they want to work with and learn 
informally by aural copying from admired models, usually on CD or some other 
recorded format (Swanwick 2008). This is exactly what the students at this school 
were doing independently of their teacher. 
 
The first performance assessment task in School 1 was to be in week three and 
according to the first assessment schedule given to the researcher, was weighted at 
15%. This is a high proportion of the marks very early in the year – after only two 
weeks of lessons. However, on a later schedule, the weighting had been revised to 
10%. There was also a second performance task– an arrangement of Ode to Joy, 
which was to be played in week seven. This was also weighted at 15% on the first 
schedule and altered to 10% on the later schedule. The third performance assessment 
for this topic was an individual choice piece by a romantic composer to be played in 
term two week one. This task was the only one of the three to have a task description  
(*Pseudonyms used) 
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which was given to students, (see below Table 15 below), and was weighted at 10%. 
This brought the total mark for assessment in performance at this school to 30% for 
the term. 
 
Table 16: School 1 Performance Assessment Task Term One  
(Authentic document from School 1) 
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The Outcomes were listed at the top of the task and while the first matched outcome 
5.1 from the syllabus, (performs repertoire with increasing levels of complexity in a 
range of musical styles demonstrating an understanding of the musical concepts), the 
second one: “Students demonstrate increasing levels of performance and 
participation in class assessments”, was related more to the teacher’s hopes for 
student improvement than the syllabus outcomes or the task itself. The third outcome 
for performance from the syllabus is 5.3 that states - A student: “performs music 
selected for study with appropriate stylistic features demonstrating solo and 
ensemble awareness” (Music Years 7 – 10 Syllabus 2003, page 30). This was not 
listed as an outcome to be assessed in any of the subsequent performance tasks 
either. 
 
In this school the teacher had the responsibility of finding repertoire for the bulk of 
students to perform for this task, and some of the class used class repertoire (such as 
Ode to Joy and Dvorak’s New World theme) in the performance assessment. It is not 
surprising that the piano students had an advantage, as they had a more extensive 
range of repertoire to choose from, and they had a private tutor to help with 
repertoire choice and preparation.  
 
For example, one student chose Beethoven “Allegro ma non troppo” (sonata name 
unknown by the student), which had been prepared for a 6th grade Australian Music 
Examinations Board (AMEB) piano examination. The AMEB is an Australia-wide 
organisation that determines the proficiency of a variety of instrumentalists through a 
graded syllabus and highly structured examination system (Jeanneret, 1993). Another 
student played a movement of a Beethoven sonata (also not identified) called “Poco 
Maestoso”, which had also been prepared for an AMEB examination. Beethoven was 
well represented in this task, as another three students played “Fur Elise”, which they 
had also learnt from private tutors. 
 
There were only two criteria used for assessment and according to the guidelines, for 
a range of 8 to 10 marks, a student had to show “an excellent performance and 
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understanding of the music of the nineteenth century”, and “an excellent 
understanding of the style and interpretation of the score”. For the mark range of 5 
to 7, the discriminating word was “good”, for a mark range of 3 to 6 marks the 
discriminator was “basic” and for 0 to 2 marks, it was “limited”. 
 
The second performance task in term two was an own choice piece from the topic 
Australian Music. The task was marked out of 20% and was presented slightly 
differently to the above marking grid. 
 
Table 17: School 1 Australian Music Performance Assessment Task – Term Two 
Understanding of Australian music and relevance to the topic studied 1 - 5 
Technical ability and use of expressive devices 1 - 5 
Understanding of the role of a performer and presence in front of an audience 1 - 5 
Developing confidence and musical ability 1 - 5 
Final comment /20 
(Document re-typed by researcher) 
 
Of the four criteria presented above, only the second (technical ability/expressive 
devices) is objective. The other three would be subjective and therefore difficult to 
pin to a specific mark. 
 
There was a third performance task given in term three, and that was to “perform the 
Raider’s March”  (10%) and an own choice piece (for 20%). 
 
In School 2 the first performance task for the year’s assessment did not take place 
until term two and the descriptor was to “Perform one piece, either solo or ensemble 
representing the topic “Theatre Music” from term one, or the next topic for study, 
which was to be Classical Music. The performance description presented to the 
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students had a time limit, syllabus outcomes, Marking Guidelines and a performance 
marking feedback sheet.  
Table 18: School 2 Performance Assessment Task (Authentic document) 
 
The Marking Criteria for this task appear below:  Table 19: 
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The performance Marking Guidelines are the same as those used in Stage 6 for the 
Senior Music Courses in Music 1 and Music 2, which places very high expectations 
on students who are two years below reaching the maturity level of 17 or 18 year 
olds. The students did not, however, query the high level expected of them, and in 
fact were probably unaware that the Marking Guidelines were the same as those for 
Stage 6 Music. The detail provided to students about the task allows information, 
support and constructive guidelines and parameters in which students can clearly see 
what is required to achieve success. 
 
An example of the feedback sheet for School 2 performance assessment task is 
included in the Findings in Chapter 5. 
 
In School 3 the first performance task for the year was the third sequential 
assessment task, and was held in term two, weeks four and five. It consisted of a solo 
piece, representing either the Baroque Period or the Classical Period and was worth 
10%.  
Table 20:    School 3 Performance Assessment   
 
Task 3 – Performance  (solo piece + sight singing) 
Students will perform one solo piece, representing either the Baroque period or Classical period. 
Maximum performance time: 5 minutes. The piece must be accompanied unless the work was 
composed to be performed unaccompanied. Students will also complete a sight singing task. 
Performances will be assessed on their musical effectiveness through: 
• Demonstration of technical skills 
• Stylistic interpretation of the chosen repertoire with the appropriate use dynamics (sic) and 
expression techniques 
• Sense of personal/musical expression and interpretation of the chosen repertoire 
• Understanding of solo/ensemble techniques 
The Sight singing task will be approximately 8 bars in length and will have a vocal range suited to the 
student. The test may be performed to the given words or any open vowel sound, sol-fa or solfege. It 
may be in a major or minor key or mode and contain all intervals up to and including the octave, but 
excluding augmented and diminished intervals. 
(Table re-typed by researcher) 
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This task had an extra layer, which was a sight-singing test, worth 5%. The 
description of this added layer was provided with an outline of the Marking 
Guidelines. 
 
Performance was again assessed at the yearly examination, when the students were 
asked to perform two pieces (one solo and one ensemble) and do another sight 
singing task. The topic for this task was a choice between either the Romantic Period 
or the Twentieth Century, with a time limit on the performance task. The description 
given to the students is provided below. 
 
Table 21:  School 3 second Performance Task: 
 
Task 5 – Performance Yearly Exam (solo piece + one ensemble piece + sight-singing) 
Students will perform one solo piece and one ensemble piece, representing either the Romantic 
period or twentieth Century. Maximum performance time for the two pieces combined: 10 mins. The 
part of the student in the ensemble piece must be clearly displayed. An ensemble refers to any pice 
presented by two or more performers that specifically demonstrates the individual student’s use and 
understanding of ensemble skills. The student may undertake a non-solo part, provided that the 
musical contribution can be clearly displayed in the performance. Students will also be required to 
complete a sight singing task. 
(Table re-typed by researcher) 
 
By asking the students to perform in an ensemble the teacher was addressing 
outcome 5.3 in Performing from the syllabus: A student performs music selected for 
study with appropriate stylistic features demonstrating solo and ensemble awareness 
(Music Years 7 – 10 Syllabus 2003, page 30). 
 
This was the only school that specifically addressed this outcome in assessment 
tasks. School 2 mentioned ensemble skills in their performance Marking Guidelines, 
but this was because they were from Stage 6 Marking Guidelines.  
 
The third component area for learning is Listening. 
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An Examination and Comparison of the Design of Listening Assessment Tasks 
Listening is one of the three component areas or “learning experiences” in the Music 
Years 7 – 10 Syllabus, and in the elective course in Stage 5, the syllabus states that in 
the area of Listening the students will have experiences in the following: 
• analysing, discussing and responding in oral and written form to a range of 
repertoire 
• analysing, discussing and responding in oral and written form to how 
composers have used the concepts of music in their works 
• reading and interpreting musical scores 
• developing aural discrimination skills in pitch and rhythm 
• sight singing 
• analysing the role technology has played in music throughout the ages 
(Music Years 7 – 10 Syllabus 2003, page 35) 
 
The component area of listening is the one area that music teachers in this research 
study still teach and assess in a traditional way. For the listening component in the 
Music 7 – 10 Syllabus, it is stated that “students will develop knowledge, 
understanding and skills in the musical concepts through listening as a means of 
extending aural awareness and communicating ideas about music in social, cultural 
and historical contexts” (Music Years 7 – 10 Syllabus 2003, page 32). 
 
Each of the schools in the study incorporated listening into their lessons to reinforce 
the repertoire characteristics they were teaching within their chosen contexts, and to 
reinforce the concepts of music. A solid listening experience in the classroom 
through score reading and analysis of as many types of repertoire as possible, is 
crucial to building students’ knowledge and experience.  
 
As indicated in the previous assessment schedules, listening had been weighted the 
heaviest of the three assessable areas in two of the three schools. School 1 - 40% 
each term, School 2  - 45% in total while School 3 weighted it more evenly at 25% 
in total. However, the methods of assessment for this component were more 
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conventional and more formal than the assessment tasks in performance and 
composition, and resembled the theory tasks of the old syllabuses prior to 2003.  
 
For example, School 1 used the following kinds of questions in a written paper given 
at the end of term three on the topic of Music for Radio, Film, Multi Media Music 
under exam conditions:  
• identifying a known score excerpt with a series of questions relating to key 
signature, time signature, anacrusis;  
• Naming five John Williams movie themes;  
•  a second and third score excerpt with similar questions to the first excerpt 
and a rhythm dictation.  
The paper was worth 30% in total.  
 
The second listening task was a viva voce task on their topic of Jazz, in which three 
things were asked of the students in the criteria:  
• Choose one Jazz piece or composer and describe the features of jazz; 
• Refer to the concepts of music and show examples in the score; and  
• Present your analysis in a 4 – 5 minute discussion.  
This task was weighted at 20%. 
 
Neither of these tasks correlated with the original assessment schedule distributed in 
term one, in which the task description for listening assessment for terms two and 
three was: “Revision of works studied 20%, Intervals 10% and Rhythm and Melody 
dictation 10%” for each of the terms one, two and three. Term one’s description was: 
“Passed (sic) paper Revision of works studied”, while term four had described for 
Listening: “Passed (sic) exam paper and Listening: “Lucille” Little Richie (sic) 
Yearly Exam”– with no specific marks indicated except the 40% at the top of the 
column. 
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A separate assessment schedule was distributed for term three and appears below 
(Table 22). In this schedule, Listening (20%) and Theory (10%) were both listed as 
assessable components: 
 
Table 22: School 1 Assessment Schedule Term 3 (Original document from school) Assessment	  Schedule	  for	  Term	  3	  
 Performance Composition Listening Theory 
Date Week 5 Week 7 Week 8 Week 8 
Percentage 10% 20% 20% 10% 
Task 
Description 
Performance 
of the 
‘Raider’s 
March’ 
Create music 
to go with the 
short film 
using 
‘muscore’. 
Rhythms, 
melodies, 
pieces studied 
during term 3. 
Terms and 
definitions of 
music studied 
during term. 
 
 
 
At School 2, Listening was first assessed formally at the end of term two in a 
Listening/Notation test based on the topic Classical Music and weighted at 30%. The 
questions were of a higher order than those used by School 1, and the students were 
expected to have knowledge of terms such as countermelody, arpeggiated, 
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chromatic, polyphonic, and triadic. Aurally they were asked to identify Plagal, 
Perfect, Imperfect and Interrupted cadences, major and minor intervals, and identify 
features of the concepts of music in an unheard score. In term three, the students 
repeated the same kind of task called a “Listening/notation exercise” for 15% on the 
topic of Australian Jazz. The description of each of those tasks appears below: 
 
Table 23: School 2 Listening - Task Three    
Students will: 
• Complete a written paper based on various musical contexts. This will require skills in listening, 
score reading & interpretation as well as musical concepts knowledge. 
• The classical listening analysis in class is your study guide for this written Aural paper 
• The notation units 10-13 is your guide for the notation part of this written test 
This written test will be a maximum of 1 hour in length. 
The written paper will be marked out of 50. 
(Table re-typed by researcher) 
Outcomes 5.7, 5.8, and 5.9 were listed on the Task description sheet. 
 
A single assessment task weighted at 50 is much higher than the recommended 
syllabus weighting – 15%, lowest mark – 10%) and may place the candidates under 
unnecessary pressure. 
 
Listening assessment for School 3 consisted of a viva voce in term two (for 5%), and 
the traditional written paper based on the Independent Schools Year 10 School 
Certificate Paper (the same as School 2) in term four (20%). (See description of this 
paper below). The description for the viva voce task was as follows: 
 
Task 2 – Listening 
Students will engage in a 5-minute viva voce (discussion) with the teacher in 
relation to the solo piece chosen for Performance Task No. 3. This task will 
be completed during the time allocated for the performance task. The 
student’s ability to discuss their understanding and interpretation of the piece 
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will be regarded as important and questions will be asked about these areas 
as part of the task. 
Viva Voces will be assessed on the discussion of: 
• Stylistic interpretation	  
• Concepts of music in relation to the individual interpretation of the chosen 
repertoire	  
	  
The task also had the four outcomes from the syllabus relating to Listening listed:  
5.7 – demonstrates an understanding of musical concepts through the 
analysis, comparison, and critical discussion of music from different stylistic, 
social, cultural and historical contexts 
5.8 – demonstrates an understanding of musical concepts through aural 
identification, discrimination, memorisation and notation in the music 
selected for study 
5.9 – demonstrates an understanding of musical literacy through the 
appropriate application of notation, terminology, and the interpretation and 
analysis of scores used in the music selected for study 
5.10 – demonstrates an understanding of the influence and impact of 
technology on music 
 
The students at this school were clearly engaged in their music making, and as the 
majority of them took AMEB examinations with their private teachers in which they 
did General Knowledge preparation, it seemed to be superfluous to add another layer 
to a task and allocate it 5 marks. When asked why the teacher gave viva voces as an 
assessment, she replied: 
(Viva voces) can be very effective in relation to performance 
repertoire in enabling students to gain a deeper understanding of the 
musical intent of their chosen repertoire. Time restraints are a 
problem as a lot of class time is taken up. Also, depending on the time 
allocated it can be difficult to comprehensively cover the repertoire. 
Some students struggle with this type of assessment. For this reason it 
can be beneficial to give students a choice –viva voce or hand in task. 
(Ms Quaver,* School 3) 
(*Pseudonym used) 
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The Independent Schools Written Paper, which each school was using as the final 
written test, is based on the old School Certificate examination which was in two 
parts: The First Paper consisted of the following components: Aural tests, including 
rhythmic and melodic dictation; aural recognition of time signatures, tonality, 
cadences and other harmonic features, formal structure and instrumentation, in 
passages of unprepared music played during the tests; aural recognition and 
description of passages from Set Works. 
 
The Second Paper consisted of questions on harmony, melody-making, score 
observation, musical vocabulary and the topics studied during the course in listening. 
 
Students in each of the three schools were expected to engage with their music 
studied through analysing and comparing music of various styles, periods and genres 
characteristic in that music; identifying and discriminating between ways in which 
musical concepts have been used and manipulated; and through interpreting and 
analysing a broad range of repertoire characteristic of the compulsory and additional 
topics studied. (Music Years 7 – 10 Syllabus, page 32). Each of the schools clearly 
engaged with these requirements to varying degrees. 
 
When looking at the design of assessment tasks delivered in this component area, it 
is clear that teachers are designing tasks that are more in line with Stage 6 style of 
assessment, and therefore are relating more to the past syllabus requirements at the 
Stage 5 level. For example, the Secondary Schools Board New South Wales, 
Australia Syllabus in Music Elective Year 7 – 10 (February 1986) states that for 
Strand 3 – Listening, the following techniques should be used: 
a) tests dealing with the pitch, dynamics, duration, tone colour, structure and 
style of known music played by the teacher; 
b) short, structured writing tasks or objective tests designed to elicit details of  
c) works studied, or particular topics treated as units of work; 
d) score reading with particular reference to identifying vocal or instrumental 
forces and compositional techniques being employed 
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Prior to that syllabus, the Music Syllabus Years 8 – 10 (1983) stated that the aim in 
Listening was to achieve “ an understanding of the style and composing techniques 
of various periods, with particular reference to: 
a) typical orchestration of the period, including the timbre, range and 
capabilities of individual instruments, and developments in the ways in which 
they were used in the periods studied; 
b) common types of formal structure – binary, ternary, rondo, theme and 
variations, sonata/first movement; 
c) Harmonic structure and style (i.e. homophonic and contrapuntal), key 
relationships, typical rhythmic and melodic vocabulary”. 
 
Teachers seemed to be favouring the old/traditional way of teaching in the 
component area of Listening, and were relying on the old formats of tests from past 
syllabuses to assess student knowledge. Their aim could be to build on students’ 
musical skills as a preparation for Stage 6. However, at each of the schools in this 
study, the teachers showed evidence of engaging with the spirit of the syllabus in 
teaching the components of performance, composition and listening in an integrated 
way when delivering each new topic area, for example. As the teacher at School 3 
said, and it is true of each of the schools: 
We adopt an integrated approach to teaching whereby composition, 
listening and performance are inextricably linked to each other. We 
do a lot of group composition work in the junior years so that 
students develop confidence and learn from the experience of others 
(Ms Quaver*, School 3). 
 
The final chapters present the discussion of the above findings and the conclusions 
drawn from the investigation. 
 
 
 
(*Pseudonym used) 
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CHAPTER 5 
Findings 
 
The purpose of this study has been to identify, analyse and evaluate Year 10 elective 
music assessment in three different schools in three different regions in Sydney, 
focussing on the processes and procedures that underpin the design and marking of 
assessment tasks. This chapter presents and discusses the summary of findings from 
the investigation, and compares the success of the different methods teachers have 
used to collect information on student performance and whether or not the relevant 
objectives and outcomes of the course were considered. The perspectives of the 
teachers and students are also discussed. 
 
For the award of a School Certificate, students are awarded a grade based on the 
Performance Descriptors developed by the Board of Studies. They indicate a 
student’s full range of achievements in the subject, providing a detailed report of the 
student’s overall performance (The New South Wales School Certificate, Board of 
Studies). In a standard referenced framework, teachers will make professional 
judgements about student achievement at key points in the learning cycle. The grade 
descriptions provide a common language for reporting. Grading student achievement 
is the process of assigning a letter (A, B, C, D, E) that summarises the level of 
achievement in a course. (Assessment for learning in the new years 7 – 10 
Syllabuses, ARC, Board of Studies). Each school in the research study was required 
to award a grade to each student that summarised their level of achievement. The 
methods of each schools’ awarding of that achievement were very different.  
 
For example, in School 1, the grade was determined by totalling the assessment tasks 
carried out through the year, and using the following “cut-off’ marks: 90 – 100 (A), 
76 – 89 (B), 60 – 75 (C), 45 – 59 (D), while anything under this was deemed an (E). 
School 2 said that the four tasks were added together to get a final “band”, and said 
that it tended to work out quite accurately as a holistic mark and grade. The teacher 
at School 3 was the only one to mention the use of the BOS Performance 
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Descriptors. At this school, the teacher said that there is a mark range allocated for 
each grade level, and that the “cut-offs” may fluctuate from year to year. The teacher 
added that the majority of students at this school usually receive an “A”, and the 
remaining students receive a grade “B”. 
 
The research used naturalistic inquiry to collect qualitative data through interviews 
with participants (teachers and students), observations of classroom settings, analysis 
of syllabus documents, assessment material from participating schools, support 
documents from the BOS and DET, and analysis of audio recordings made of 
assessment examples and interviews. The study was based on an examination of the 
following: 
• the variety of tasks given to students to assess their learning and skills 
• the range of methods utilised in the marking of assessment and 
examination tasks (involving for example, the Marking Criteria) 
• the different modes in which feedback on assessment 
task/examination performance is provided to students 
• the perspectives of both the teachers and students on the process of 
assessment 
 
The most striking differences between the three schools in the study were the ways in 
which individual teachers planned their assessment tasks. There were variations in 
the number of assessment tasks delivered over the course of a year, and variations in 
weightings of each of these tasks within and across the schools in the research 
project. These factors were discussed in the previous chapter. However, there were 
other important differences. I will now examine each of those differences. 
 
The Variety of Tasks: 
Each of the schools in the study added layers to their tasks, making what was initially 
one task into a multi-faceted task. This served to increase the difficulty and to 
complicate the delivery of those tasks. This revealed that teachers in each of the 
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schools had differing perceptions as to the purpose of assessment tasks. The 
increased complexity in the design of tasks raised a number of questions: 
1) What new information about students was discovered by assessing a 
similar task formally every term? 
2) Did additional layers tell teachers more about student performance?  
3) Were there any benefits of a formal assessment worth 5%?  
4) If teachers could find out the same information through informal 
assessment, why would teachers not consider using the layers as extension 
work in preparation for the formal task?  
 
By assessing each of the component areas formally each term, School 1 could be 
adding unnecessarily to the workload of the students by “over assessing”. General 
advice given to schools (Assessment and Certification Manual) suggests that  
‘assessment in a course should relate to the stated objectives and 
outcomes as described in the syllabus’         
 
and 
 
‘in designing the assessment schedule for a course, teachers may find 
it useful to map each planned assessment activity to one or more of 
the areas for assessment. This allows teachers to ensure that 
assessment can occur across the year in a manageable way’. 
(Assessment and Certification Manual, Section 4, Requirements for 
the School Certificate, page 36).  
 
The students in this school were assessed formally after only a few weeks of lessons 
at the start of term 1, and the result was that their preparation time for tasks, and time 
in which to build on knowledge and skill growth in the component areas was brief. 
The teacher repeated this process each term for each new topic studied. The teacher 
may have been thinking that she was preparing students thoroughly by assessing 
every component throughout each topic area studied. However, by doing so, she was 
reducing the time that students could spend on the study of the topic area (in 
performing, composing and listening activities) and turning that time into assessment 
preparation and administration.  
 
Informal assessment could have been easily carried out and feedback given verbally 
to students during the integrated activities that were taking place in lessons. This 
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practice would have been sound preparation for one or two formal tasks in each 
component area. The teacher at this school would have benefited from awareness of 
the Wiggins and McTighe approach to assessment known as “backward design”, to 
“begin with the end in mind”, (Principles of Backward Design, Tasmanian 
Department of Education). Wiggins and McTighe suggest that firstly the goals must 
be defined and established before assessments can be designed. Then teachers can 
plan learning experiences and instruction that develop and deepen student 
understanding (Hale and Green, 2009).  
 
School 2 and School 3 both added a portfolio to the formal composition task, which 
reflects senior music study in NSW, and is not a formal part of the Stage 5 process in 
composition assessment. The assessment of a portfolio as well as a composition, took 
on a life of its own with the students at these two schools, and became a time 
consuming part of the composition task. Portfolio assessment is an integral part of 
the Stage 6 syllabus in both Music 1 and Music 2 when students are doing 
composition tasks. A portfolio is a collection of examples of students’ learning 
experiences and outcomes collected over a period of time. It may contain examples 
of the process towards a finished product or a series of tasks aimed at developing 
specific knowledge and skills, and a number of finished products (Music 2 Stage 6 
Syllabus Board of Studies NSW, 1999).  
 
The teacher at School 3 met with students regularly over the course of the two terms 
to informally discuss the process of composition and to take notes on the progress of 
each student. The teacher therefore knew the kind of help each individual student 
needed, and then provided that help for them. At School 2 the classroom teacher and 
the Composer in Residence monitored the portfolio in the classroom during the 
composition lessons in term one, and also through electronic messages from students 
when they had a query about a problem being encountered. For example, students 
would regularly email drafts of their work and questions to teachers to ask for advice 
if at any time they were unsure of how to progress during preparation for assessment. 
As the classroom teacher, Ms Crochet,* said: 
*Pseudonym used 
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Some of the best feedback was from a student who is not particularly 
strong. He made a real effort with emailed drafts and asking 
questions in class and was delighted with the very high mark he 
achieved. He felt his Year 9 mark had been lousy and he was very 
worried about the Year 10 task. He also commented on the excellent 
modelling before the task started. He was so proud of his 
achievement. (Ms Crotchet*, School 2) 
 
The Composer in Residence said that students sent their composition work by email, 
and he would “play around with it and show them what he would do with it”. He did 
this via a YouTube video post. He saw the composition task as:  
a project you continually work on. Not like a one-off assignment. (Composer 
in Residence, School 2) 
 
It was a case of over assessing, then, to assist with the development of the portfolio 
and then to assess the finished product as well – all for a total of 5 marks. There was 
some confusion about the actual mark allocated to the portfolio, which came out in 
student interviews. The students believed that the portfolio was worth more marks 
than 5. In fact, on the original task sheet, the portfolio was described as being worth 
10 on one sheet and 5 on another, but the Marking Guidelines have it marked out of 
20 marks. This “marking the process and the finished product” is contrary to the 
philosophy behind the portfolio in the Stage 6 syllabus, and was adding an 
unnecessary layer of complication to assessment at this Stage 5 level.  
 
At the Stage 6 level, the composition portfolio forms the basis of the school 
assessment. It is developed and compiled by the student as part of the process that 
leads to the submission of a composition for external examination (Music 2 Stage 6 
Syllabus Board of Studies New South Wales 1999, page 40). The composition is not 
marked by the teacher, but is marked externally. The teachers in both Schools 2 and 
3 were marking the process (the portfolio) and then marking the finished product (the 
composition).  
(* Pseudonym used) 
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By marking both, the teachers were reflecting Stage 6 learning and preparation and 
deflecting from Stage 5. 
 
This belief was supported by the discussion with students from Schools 2 and 3 
about learning benefits of the portfolio, in which the majority of students found this 
part of the assessment process to be redundant and tedious. Some students at Schools 
2 and 3 were particularly vocal about the difficulties they encountered with the 
portfolio process, with one from School 2 saying:  
 Composing was a spur of the moment thing (I just heard it and put it 
down, and think, hey, that sounds good). So I didn’t write anything in 
the portfolio – I struggled to put my ideas into words. I didn’t really 
think of things (musical ideas), they just appeared. (Participant a) 
This student was resentful about having to do this extra layer, saying: 
We didn’t sign up for English, but for music, and just wanted to learn 
how to make up a piece of music and make a chord progression go 
somewhere. (Participant a) 
and saw the portfolio as being a “little piece of English homework on the side.” 
Another said: 
I don’t like portfolios because I don’t think you need to tell yourself 
what you’ve done because you know……….My view is that the 
portfolio should be used to give a mark to your composition, but 
shouldn’t actually be given a mark itself. It should be just like class 
work. (Participant b) 
 
At School 3 the students said the following:  
I’m not really the type to write journals. I’m not the type to write 
down notes when I think of something. I’d rather sit at the piano and 
just improvise. (Participant j) 
When I think of something to play, I just play it on the piano or 
something, and if I like it, I just write it down. I didn’t know how to 
write that (in a portfolio), how I came about getting everything. I 
don’t really know how you did it, I just pasted sheets that she 
(teacher) gave us, and said this helped me, and stuff like that. 
(Participant k) 
Most of the compositional activities and stuff are around the piano 
and so putting what you’re doing at the piano into writing (in a 
portfolio) is not that easy to do. (Participant p) 
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I really hate writing, and I wouldn’t keep tabs as well, and I would 
totally forget about it until every two or three weeks or a month, so 
I’d try and think about stuff that I did and type it up…so basically, I 
just had to make up a bit. (Participant q) 
 
The teachers at Schools 2 and 3 used the portfolios because they believe portfolios 
are an extremely valuable device for students to demonstrate their growth and 
development in understanding, and a useful tool for teachers to monitor and guide 
the various stages the students go through in developing themes and ideas before 
coming up with the final composition. However the teachers at these schools gave 
the portfolio a formal assessment mark at this stage of learning as a deliberate 
method of preparing the students for the Senior music course the following year. As 
one teacher said: 
(By doing the portfolio electronically) The students’ understanding of 
Sibelius software is greatly improved. They (the students) have 
learned to use OneNote and Sibelius and transfer score extracts to 
this program for their portfolio. This is crucial for Music 2 Senior 
students and will enhance their outcomes for the HSC. (Ms Crotchet,* 
School 2) 
 
There were positive statements about portfolio writing, and overall, the more positive 
comments came from School 3, where some of the students interviewed 
acknowledged the following about portfolio writing: 
It’s easy as long as you keep a diary and entries and as long as you 
keep recording what goes on in your mind while you change this idea 
for your composition. (Participant o) 
It helps in the process because it makes it easier to remember what 
you first thought of. (Participant n – all students in the interview 
group agreed with this statement). 
You just keep tabs from whichever lesson, I just roughly write notes, 
but then closer to the day I just write them up. (Participant r) 
I like writing so I just wrote whatever came into my head, wrote it 
onto a piece of paper and stuck it into my book straight away. 
(Participant p) 
 
(*Pseudonym used) 
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Some students at School 2 also had some positive things to say about portfolios: 
I found it really easy. I seemed to be able to go through, and then I’d 
immediately go back to the portfolio and write in my diary. 
(Participant c) 
I thought it was pretty easy. There was a little thing called “clip” and 
you press and grab some of the music that you’re on. You just write 
about it and every last ten minutes of class the teacher would say ‘do 
your portfolio’. (Participant d) 
 
Both School 2 and School 3 teachers had provided the students with models for 
portfolio work, and had monitored the students’ entries and drafts on a regular basis.  
 
School 3 added a sight singing test (for 5 marks) and a viva voce (for 5 marks) to the 
performance assessment task the two times it occurred. Neither sight singing nor viva 
voce are required nor suggested formal assessment tasks at this stage of learning. 
Sight singing is a recommended assessment task for students in the Stage 6 Music 2 
syllabus, but not in the Music 1 syllabus, and meets outcome H2 which states a 
student:  
“demonstrates an understanding of the relationships between 
combinations of the concepts of music, by interpreting, notating, 
analysing, discussing, composing and evaluating combinations of 
musical symbols reflecting those characteristically used in the 
mandatory and additional topics” (Music 2 Stage 6 Syllabus Board of 
Studies New South Wales 1999, page 14). 
 
The description of the task that this teacher used is exactly the criterion for Stage 6 
year 12 music so it is at a higher level than is necessary for students. At this 
particular school, students are encouraged to study only the Music 2 course at Stage 
6, and are not offered the chance to study Music 1, the second music course available 
for study in Stage 6. By including an extra layer at this stage, the teacher is obviously 
preparing the students for the Stage 6 music course. This was made clear by the 
teacher in answer to the question “ how closely are the Year 10 assessment tasks 
modelled on the senior format?” when the teacher said: 
For our girls this is an important consideration. The whole school 
approach to Year 10 assessment is an abridged version of the senior 
format. The assessment tasks give them an idea of what to expect in 
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the senior courses and enables them to develop the necessary study 
skills. (Ms Quaver,* School 3) 
 
A sight-singing test could easily be given in class as an informal exercise if the 
teacher valued the exercise, and one would assume that sight singing is taught and 
practised in classroom work and is not just an exercise for testing in an exam 
situation. School 3 was the only school that assessed sight singing formally. Again, 
this was because the teacher saw Year 10 as preparation for Years 11 and 12 and not 
as a discrete stage of learning. The teacher may have thought that the students at this 
school were at an advanced stage in their musical development, and that she was 
providing them with extension work by moving into work from the next stage of 
development – the Stage 6 syllabus. By ignoring the aims of the Stage 5 syllabus and 
its outcomes and teaching towards the Stage 6 syllabus, teachers are not providing 
the students with complete building blocks for learning at Stage 5, and at a point in 
time when students have not actually demonstrated their level of performance of 
Stage 5 Outcomes. 
 
Viva voce assessment appears in the Stage 6 Music 1 syllabus, where students may 
choose this as an elective study as part of their Higher School Certificate external 
examination, and it is suggested in this syllabus that they be assessed formally once 
in this area, and then informally throughout the exploration of each topic area 
studied. 
 
Assessing each of these informally could have been an option for School 3, thus 
relieving the pressure already felt by these students in their preparation for 
assessment tasks. However, as borne out by the teacher’s comments (above), Stage 5 
of learning for students at this school is regarded as preparation for the Stage 6 music 
course, which follows in senior years. 
The teacher at this school met with the students on a regular basis to informally chat 
and check on their progress with the composition task, which was ongoing over three 
terms. This session could have met the viva voce needs satisfactorily without the 
need to extend their formal assessment task in performance. There was confusion 
over the actual mark, for in the assessment outline the portfolio was allocated 5,  
(*Pseudonym used) 
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but in the feedback sheet, it was allocated 10. However, by meeting with the students 
on a regular basis the teacher was encouraging the students to reflect on their work, 
and in this meeting time gave them suggestions for refinement of ideas and changes 
of direction if needed.  
 
According to Major (2008), when students talk about their work it reinforces their 
engagement with their music, and they further grow in confidence. Major has said 
that in order to reach the higher levels of evaluative thought, pupils need to engage 
affectively with their own composing work and need to feel confident and 
enthusiastic about what they have composed, while at the same time developing a 
command of musical terminology and conceptual understanding (Major, 2008). This 
was certainly occurring at School 3 and the teacher had tangible evidence of this 
occurring through the notes taken during the progress meetings. The teacher was 
demonstrating a sound learning and teaching theory of reflection and theorising for 
her students (Dunbar-Hall, 2010). However, there was no real need for a formal mark 
to be allocated.  
 
Assessing the general knowledge of a piece of music at a performance examination 
through a viva voce is very much like the process used in AMEB Practical 
Examinations, where Examiners ask candidates general knowledge questions relating 
to music being presented for the examination – notation, key signatures, general 
knowledge about composers. The students at each of the schools in this research 
were very familiar with this system of examination, as 80% of them already do 
examinations through the AMEB. As the majority of students at School 3 are AMEB 
examination candidates, it would seem unnecessary to do an assessment of their 
general knowledge formally as a school task, because they are learning their general 
knowledge on performance pieces as preparation for their AMEB examinations.  
 
The teacher could have done an informal viva voce discussion if they believed it 
necessary to include this aspect, therefore giving students more time and energy to 
focus on the performance itself. Jeanneret (1993) has suggested that the vast majority 
of music teachers, whether studio or classroom, learnt their principal instrument via 
the AMEB system, and that this learning has influenced the way these teachers 
deliver the curriculum. This seems to be borne out in the findings of this research. 
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The Range of Methods Utilised in Assessment  
According to Johnson (1997), there is a distinction between Marking Guidelines and 
Marking Criteria. Marking Guidelines, he states, regulate the syllabus, the content 
and the conduct of the examination, while Marking Criteria determines those factors 
that come into play at the examination itself, and by which the examiner arrives at a 
determined grade or classification. 
 
When listening to the teachers at the three schools describe the terms “Marking 
Guidelines” and “Marking Criteria”, there was an apparent blurring between the two, 
and in the documents from these schools the two terms were at times 
interchangeable. For example, at School 1 the assessment tasks had “task 
requirements” written at the top of the page with the Marking Guidelines. These 
were sometimes describing “the outcomes to be assessed”, sometimes describing the 
task, and sometimes providing the guidelines for marking. For example, in the term 
one performance assessment task, the dot points at the top were listed as “Outcomes 
to be assessed” and read as follows: 
1. Students perform repertoire with increasing levels of complexity in the styles 
of Nineteenth Century Music demonstrating an understanding of the musical 
concepts 
2. Students demonstrate increasing levels of performance and participation in 
class assessments 
 
The first of these outcomes is an adaptation from the Syllabus document – 5.1 – 
performs repertoire with increasing levels of complexity in a range of musical styles 
demonstrating an understanding of the musical concepts. The teacher has inserted 
the topic/context the students were studying (nineteenth century music). The second 
dot point is not an outcome from the syllabus. The teacher at this school did not 
regularly use syllabus outcomes for assessment tasks, and may have been re-writing 
the outcomes into ‘child friendly language’ (Fautley and Savage, 2011, page 61). 
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The Marking Guidelines for the composition task related to this same topic, 
presented a grade for each of the four criteria box by box, as opposed to the usual 
progression of A to E descriptors with each of the task requirements addressed 
separately in each box. No outcomes were provided for this task, and no weighting, 
(although with four boxes each marked out of 5 it is presumed the mark would have 
been 20). The Marking Guidelines suggest that marks were being allocated for the 
success of each of the four criteria points rather than a holistic impression and overall 
awarding of marks as is the usual practice with Marking Guidelines (and the format 
followed by the other two schools). The Marking Guidelines followed this same 
pattern for each task – that is, with the same criteria/guidelines appearing in different 
levels of difficulty within each box in the grid. The teacher said when asked, that she 
circles a mark in each box to come up with the final mark. 
 
For example, in the first composition task, the first marking guideline appears as 
“students have completed/have attempted/have composed less than/had difficulty...  
16 bars of melody and harmony.” 
The second is “students have successfully/attempted to/used some/have not used 
three chords that are harmonically correct.” 
The third is “students have shown an excellent/good/attempted/limited understanding 
of the concept of dynamics and duration using a wide/some/little/no variation in their 
composition.” 
The fourth is “students have demonstrated an excellent/good/attempted/limited 
understanding of computer technology, and uses MuScore software with 
accurate/some inaccuracies/limited notation.” 
Strictly speaking none of these were Marking Guidelines, but rather steps guiding the 
students through the task. For example, i) compose 16 bars of melody, ii) use three 
chords that are harmonically correct, iii) use the concepts of dynamics and duration, 
and iv) use MuScore software. 
 
The second task (composing a piece of Film Music) had guidelines which did not 
contain any reference to the Film Music idiom and did not mention the capturing of 
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the character, sense of time and place or the emotion – all the features mentioned in 
the task description, and which capture the essence of a piece of music specifically 
for film as distinct from any other 16 bar melody.  
 
The guidelines were in fact exactly the same as those used for the term one task. This 
could be a result of the task being drawn up in haste and being a “cut and paste” of 
the previous task used without proof reading. It seems the students were unaffected 
with these distinctions and lack of specificity in the Marking Guidelines. 
 
Table 24: School 1 Marking Criteria/Guidelines for Australian Composition Task 3  
Marking Criteria 
Students compose 16 bars using an excellent understanding of 
melody. 
Students accurately compose melody using computer technology. 
Students accurately reflect the Aboriginal style of music by 
composing an appropriate rhythmic ostinato. 
25 - 30 
 
 
 
Students compose 16 bars using a good understanding of melody. 
Students compose melody using computer technology. 
Students reflect the Aboriginal style of music by composing an 
appropriate rhythmic ostinato. 
19 - 24 
 
 
Students compose 16 bars using melody with some inaccuracies. 
Students compose melody using computer technology with some 
error. 
Students reflect the Aboriginal style of music by composing an 
ostinato. 
15 - 20 
 
For the above composition task, (composing a piece of Australian Music), the 
guidelines were different from the first two tasks, but the third criterion related to a 
rhythmic ostinato, which was not mentioned in the task description. 
 
In this case, the Marking Criteria are almost word for word of the task description, 
and the descriptive words used to mark out the levels of skill in completing the task 
range are as follows: 
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  ‘excellent understanding of melody’ to ‘good’ to ‘some inaccuracies’,  
’accurately compose melody using computer technology to ‘compose’ to 
‘compose with some error’. 
These first two Marking Criterion both relate to composing a melody. The third 
criterion relates to students demonstrating an understanding of the ‘Aboriginal style 
of music’ and range from ‘accurately reflect’ to ‘reflect’. The marking range began at 
15 and went to 30 (as shown above). It should be noted that the teacher is a young 
teacher with limited experience, and would not have been through the training 
provided when the syllabus was first launched in 2003. The apparent lack of 
understanding demonstrated as to what constitutes marking criterion and what 
constitutes a task description, highlighted the general need for professional 
development and/or guidance as an ongoing service to teachers.  
 
This task is the third composition task in the Year 10 program that the students at this 
school had done, yet the design of the task did not allow the students to demonstrate 
a growth in understanding of compositional techniques since the first task. The 
length of each composition was 16 bars and no real structure was provided as a guide 
or basis for the compositions to be shaped. The teacher was reducing the assessment 
process to “quantifiable competencies” (Cantwell and Jeanneret, 2004) rather than 
aiming for tasks of a higher order which could challenge the students musical 
thinking. 
 
The teacher at this school is doing so many tasks each term in each of the three 
component areas, that time would be a constricting factor, and the design of each 
task begins to look similar. This would be another valid reason to limit the number of 
formal assessment tasks in each component area, as no new information about 
students would be forthcoming simply through the completion of more tasks. The 
tasks are not different in their detail/construction. The students are busy doing so 
many assessment tasks that they may not be looking at the detail in the task 
description themselves. However, the students who were interviewed at this school 
all had faith in what they were being asked to do, and said the following: 
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The assessment tasks helped me focus on my music studies more. 
(Participant v) 
I enjoy assessment because it forces me to do more. (Participant w) 
Assessment tasks played a vital role to make me focus more on my 
music studies. They have informed what I should be aiming for and 
what level I should be aiming at. (Participant x) 
 
These comments debunk the myth (in this school, at least) that students will only do 
a task/activity if it counts towards their assessment mark. The students in this study 
were all keen participants in their music classes. 
 
The first composition task for School 2 had a separate task description sheet (see 
Table 14) and quite detailed Marking Guidelines, which were clearly outlined with a 
definite grading of levels between the ranges of marks from ‘highly developed’ to 
‘limited’ as the descriptor words. 
 
The word “Criteria” also sits as a description underneath the heading of 
“Composition Marking Guidelines” for the points in the boxes. Outcomes and a 
description of the task were given to students as a separate document and are 
described in detail in the discussion in Chapter 4 (Table 14).  
 
The only anomaly was in the marks designated for the task and the marking scheme. 
In the full task description (see Table 14) the composition was allocated a mark of 
15% and the portfolio 5%. As mentioned in Chapter 4, outcomes 5.11 and 5.12, here 
associated with portfolio assessment, are intended to be values and attitudes based, 
and as such are not meant to be assessed. 
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Table 25. Composition Marking Guidelines School 2 
 
 
The Marking Criteria/Guidelines accurately reflect the task detail and description and 
the key words for grading demonstrate a clear progression from highly developed to 
developed to competent to basic to limited (in the bottom box). The anomaly in 
mark allocation did not seem to cause the students any concern other than for them to 
have a brief discussion on the point, and was indeed marked out of 20, as was the 
portfolio (see the Marking Guidelines below), even though the weighting was 
designated as 5%. 
The portfolio Marking Guidelines appear on the following page: 
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Table 26. Portfolio Marking Guidelines accompanying composition task for School 2 
 
 
Each of the descriptors in the above criteria for the portfolio is accessible – the 
decision making process, consideration of performance markings, self-evaluations 
included, thoughts about the compositional process, and evidence of growth in 
compositional skills – and the wording aided the student in shaping the finished 
product. The Marking Guidelines above do not, however, request examples of works 
listened to or processes observed along the way, and decisions made about including 
or rejecting ideas/draft themes etc. Such things would link the portfolio more to the 
music and the music making, and make it less of a ‘literary’ work (which is precisely 
how some of the students viewed the exercise). 
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The Different Modes in which Feedback is Provided to Students 
The tasks for School 3 (as seen from the previous sections on composition and 
performance - Tables 10 and 14) contained the task descriptions in detail, and the 
criteria were given to the students on feedback sheets. Teachers have always 
instinctively given feedback after assessment situations, but more often than not this 
was done informally and as spoken feedback, not written. 
 
At each of the schools in the research project, all students were given written and 
oral feedback after assessment tasks, the only difference being the amount of detail 
provided. The current syllabus has made explicit the importance of teacher feedback 
on a regular basis, stating the following, which are taken from Assessment for 
Learning Principles (Music Years 7 – 10 Syllabus Board of Studies 2003, page 57):  
-     students receive feedback that helps them make further progress 
- feedback is given in a way that motivates the learner and helps students to 
understand that mistakes are a part of learning and can lead to improvement 
- feedback is directed to the achievement of standards and away from 
comparisons with peers 
- feedback is clear and constructive about strengths and weaknesses 
- feedback is individualised and linked to opportunities for improvement 
(Music Years 7 – 10 Syllabus Board of Studies 2003, page 57) 
 
Feedback can increase effort, motivation and engagement. It is among the most 
critical influences on student learning. Feedback that attends to self-regulation is 
powerful to the degree that it leads to further engagement with or investing further 
effort into the task, to enhanced self-efficacy, and to attributions that feedback is 
deserved and earned (Hattie and Timperley, 2007). 
 
Some examples of the differing levels of feedback provided by the schools in the 
research study follow. 
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Table 27: Example of feedback for Performance/Sight-singing task School 3 
 
 
The first example provided is from School 3 and is an example of feedback for task 
3, a performance piece marked out of 15% and a sight singing example marked out 
of 5%. The criteria for performance are clear –  
i) technical skills incorporating fluency, facility, intonation and articulation 
appropriate to the chosen piece 
ii) stylistic interpretation with appropriate use of articulation, dynamics and 
expressive techniques 
iii) a sense of personal and musical expression through expressive techniques and 
sensitivity to style 
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iv) demonstrated understanding of solo/ensemble techniques – communication 
and balance 
 
The students would be left in no doubt about the expectations, and the comments 
provided substantiate the mark and grade awarded. The teacher at this school was the 
only teacher in the project using the grid suggested in the Advice to Teachers on 
Programming and Assessment (NSW Board of Studies) for providing feedback to 
Year 10 students. The teacher has commented on the technical aspects and stylistic 
interpretation (‘well-executed trills, effective stylistic nuances’), on the musical 
expression and expressive techniques (‘excellent contrast between prelude and 
fugue, layers effectively woven together’), and on the third criteria, demonstration of 
solo technique (‘a highly expressive performance demonstrating considerable 
stylistic understanding’).  
 
The teacher did comment on some problems with technical facility, but still awarded 
24 marks out of 25. The comments on this example were indicative of the depth and 
detail this particular teacher provided as feedback to each student after each task. 
 
The sight singing did not have criteria and appeared to be marked holistically. The 
students at this school seemed to take the sight singing in their stride, and prepared 
for it in different ways:  
I visited my piano teacher a couple of days before the exam and she 
helped me….she played some simple melodies and I just sang 
it back.  (Participant q) 
….you know, all the AMEB exams you have to do, I sort of knew 
what to expect. (Participant p) 
I tried to practise at some examples she (teacher) gave us at home, 
so I played a few chords and tried to sing notes with the chords. 
(Participant s) 
 
In this example, the performance appears to be marked out of 15% and the sight 
singing out of 5%, yet the total is out of 25% for the final weighting purposes. Each 
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of the schools in this study manipulated marks in this way, making the process more 
complicated than it need be for both students and themselves. 
 
The teacher at School 3, when asked if she always used assessment criteria when 
giving a task to students said: 
Yes. Assessment criteria are important in providing students’ targeted 
outcomes and requirements for the assessment task. The criteria are 
also used as a checklist for students when preparing the task. Students 
receive a copy of the criteria at the beginning of the year in their 
assessment advices. I discuss the criteria with the whole class when 
the assessment advices are given out. Students are also provided with 
a copy of the marking sheet, which outlines the assessment criteria 
and levels of achievement (Levels 1 – 6). I meet individually with 
students to monitor their progress and discuss assessment criteria so 
that they have a clear understanding of the requirements of each task. 
(Ms Quaver*, School 3) 
 
An example of feedback for a performance task appears in the example below from 
School 2, in which two markers (both Year 10 classroom teachers) gave written 
comments to the student on the performance of  “Wish You Were Here” in which the 
student sang and accompanied himself on guitar. 
 
The comments, while not specifically addressing the Marking Guidelines as the 
example from School 3 (above) did, were more general in nature. For example, the 
technical skills were not commented upon except to say ‘competent guitar 
introduction’ and ‘some intonation insecurity (with vocals)’; There were general 
comments not related to the Marking Criteria such as ‘try to look up occasionally’, 
‘you have a lovely voice’, ‘good use of hands’. Both teachers commented on the 
introduction, the effective ensemble, and vocal technique, and both gave suggestions 
for improvements (one mentioning working towards the HSC). 
 
(*Pseudonym used) 
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Table 28: Participant c (School 2) performance task example of feedback 
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Table 29: Participant c (School 2) performance task example of feedback from 
second teacher  
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This school, School 2, provided more detailed feedback for the composition and 
portfolio task than for performance tasks. This could be because the composition task 
was extended and carried out over the whole of one term. On a visit to the school as 
the feedback was given to students for the completed task, it was clear that the 
students appreciated and valued the feedback that came from three sources – two 
classroom teachers (the teachers of the two Year 10 classes) and the Composer in 
Residence. Considerable time was allocated to the classes for sharing examples of 
compositions and portfolios at the top of each box – for example, an “A” box, a “B” 
box, and a “C” box – and for discussion about how the Marking Guidelines were 
met.  
 
The teachers called these representative examples benchmarks, and said that they 
would be used as benchmarks for next years’ Year 10 students for their composition 
task. A benchmark response is one that reflects a task’s assessment criterion at a 
particular level of achievement and could be considered representative or typical. 
Benchmarks are general examples of what a response should look like or sound like 
at a particular level of achievement (Brophy, 2006). School 2 was the only school to 
use benchmarks in composition as a model for assessment purposes. 
 
The teachers showed the benchmark examples to the class, and a whole class 
discussion was held about how each of the benchmarks fitted the Marking 
Guidelines. From their experience over the terms’ work in the compositional process, 
the students were confident in voicing their opinions about whether or not they 
agreed with the marks allocated to each benchmark example, and the discussions 
were lively and informative.  
 
For example, the students did not always agree with the reasons certain benchmarks 
were awarded the marks they were, arguing that, for example, the 19/20 should have 
been 20/20, and that marks should have been taken off some benchmarks because 
‘more instruments could have been used, making the texture thicker’. The 
composition and portfolio task were the end result of the terms’ class work and team 
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teaching effort. Therefore a lot of energy went into this task from both the teachers 
and the students.  
The feedback given to students for the composition and portfolio task was detailed 
and ongoing over the whole term, so the students were well and truly immersed in 
the task. While this is a good model for composition, the task itself was quite hard, 
and therefore a lot of time was devoted to helping the students succeed. As the class 
teacher admitted: 
The task was harder than the year 11 task, and we will change it for 
next years’ Year 10.  (Ms Crotchet*, School 2) 
Table 30: Example of feedback for participant “d” School 2 in portfolio assessment. 
 
(*Pseudonym used) 
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As can be seen, this was marked out of 20 on this form, yet was weighted at 5 on the 
original task sheet. The main thrust of this feedback emphasises that the student has 
related to the technology aspect rather than the musical outcomes. 
 
The students at this school acknowledged that they did not put as much time into the 
performance task as they did the composition, and most said that this was because 
they left the preparation for performance to do with their private teachers. In 
composition and portfolio work, they had definite opinions about their work. 
Through close work with the teacher (and in the case of School 2 the Composer in 
Residence as well), students were prompted to relate their opinions to criteria related 
to the task or the learning outcomes (Major, 2008). 
 
For School 3, examples of feedback for composition and portfolio appear below. The 
criteria for the portfolio are:  
i) evidence of related listening activities, evidence of decision making (as per 
School 2),  
ii) evidence of performance considerations and notating the score (as per School 
2),  
iii) evidence of ongoing self-evaluation (as per School 2), as well as evidence of 
technological processes,  
iv) evidence of draft compositions and annotations.  
 
According to Major (2008), as musical terminology and conceptual understanding 
increases, and as pupils become increasingly confident in their composing, so their 
ability to talk about their work reflects this growing knowledge. For evaluation to be 
independent, pupils should be able to constantly reflect on their work, and be willing 
to revise and refine it (Major, 2008). This is what was happening with the teachers at 
Schools 2 and 3 working and evaluating the progress of their students as they 
became more involved with their assessment tasks in composition and portfolio 
writing. 
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The composition feedback examples provided below are based on the sample grids 
provided in the Board of Studies document Advice to Teachers on Programming and 
Assessment. 
 
Table 31: Example of feedback for portfolio assessment School 3 
 
 
 
The feedback in this case provided the student with ideas to enable expansion and 
improvement on their work for the future while still being positive and constructive. 
The criteria on which the students were being assessed were clear and concise. 
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Table 32: School 3 example of feedback for portfolio assessment 
 
The column marked “progressing” would indicate clearly to the student that they 
were in the early stages of development with their work, and the added comments are 
helpful – (‘include all class tasks/scores’) and gives the student a guide as to how to 
improve. 
 
As can be seen from both of the two very different examples above, the feedback 
from School 3 is substantial, related to the Marking Criteria, helpful and constructive 
in that both examples provide suggestions for improvement and are connected to the 
 123 
original guidelines the students received for the task. This means that the assessment 
tasks are meaningful, the feedback is constructive and helpful and assessment is 
therefore authentic. To be effective, feedback needs to be clear, purposeful, 
meaningful, and compatible with students’ prior knowledge and to provide logical 
connections (Hattie and Timperley, 2007). 
 
By way of comparison, the example below is of feedback given for a listening task 
based on the concepts of music, and is from School 1. The feedback was not detailed 
and not connected to the Marking Guidelines, and as such, did not give the student 
direction for further improvement (although the mark suggests everything was 
considered to be very good). 
 
Table 33:  Example of a listening task and Marking Guidelines. School 1 
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The task was to choose any composer or piece of music related to the term four topic, 
which was Jazz. The students were to describe the music referring to the concepts of 
music and present their analysis as a written paper and as a presentation to the class. 
This listening task was in addition to the Independent Schools’ written paper also 
given in term 4 as a formal assessment task. The guidelines descriptive words used a 
range from “excellent” and “strong” for 15 – 20, “good” and “clear” for 10 – 14 
marks, “some reference to jazz”, and “basic” for 5 – 9, and “not characteristic”, 
“limited” for 0 – 4 marks. 
 
The first guideline was subjective, in that every person may have a different idea 
about what constitutes an ‘excellent’ example of jazz repertoire. The second 
guideline was for the student to demonstrate ‘strong’ evidence of the features of jazz, 
and the third guideline was to demonstrate an ‘excellent’ description of the concepts 
of music. 
 
The teacher provided brief written comments as feedback on each task, but also 
talked generally about the task when she handed the class back their marked 
assessment tasks. The students seemed happy with that arrangement, saying the 
following: 
I need feedback so I can improve. (Participant w) 
I appreciate feedback from my teacher because it tells me what they 
think I’m capable of. The feedback includes what I can improve on. 
(Participant x) 
 
This was a three faceted task. The students were asked to: 
 i) present a written analysis of their chosen jazz piece/composer (‘choose one Jazz 
piece or composer’) and to describe the features of jazz;  
ii) refer to the concepts of music and show examples in the score; and  
iii) present the analysis in a 4 – 5 minute discussion. 
The Marking Guidelines, however, did not comment on the third facet, which was 
the presentation/discussion. The first marking guideline referred to the choice of jazz 
repertoire (no mention of composer). 
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Below is an example of a student response to this task, and the written feedback from 
the teacher. 
Table 34: The student example and teacher feedback from School 1 
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In this example, the student has received almost full marks by breaking down the 
chosen piece into the concepts of music, but the detail provided was general and 
superficial – for example: ‘a number of accidentals used in this piece, including 
sharps, flats and naturals’ (this could describe almost any piece of music); ‘the piece 
contains only one melody, played in the treble clef’ (this needs more explanation in 
the context of the topic Jazz); ‘note values include quavers, dotted quavers, minims 
and crotchets’ (this again, could describe almost any piece of music).  
 
The feedback was also of a general nature, not providing the student directions for 
further improvement or development. The feedback did not provide any substantial 
advice to advance the student’s descriptions and understanding of the concepts of 
music. For example, where the student has commented on the concept of structure 
and written ‘the theme from the beginning is played in the beginning….the theme 
appears again at the end’, there would have been an opportunity to mention a brief 
quote of the main theme, suggest the student describe the change in musical terms of 
the B theme, and describe any changes to the A theme when it reappears. No specific 
feedback of this nature was given. From the teacher’s comment above, it appears that 
this feedback applied mostly to the presentation – “very well researched and 
prepared with powerpoint, audio and concept analysis”. 
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Teacher and Student Perspectives on the Assessment Process 
Assessment in the component area of performance was weighted quite heavily in 
each of the three schools – School 1 30% each term, School 2 40%, and School 3 
35%. However, this investigation has found that the students in each of the schools 
did not put in as much preparation time for tasks in listening and performance as they 
did for assessment in composition. Students in Schools 2 and 3 (and some of the 
students at School 1, as mentioned earlier) relied on their private tutors to find their 
performance repertoire for the assessment tasks. Through the interviews with 
students it was clear that some had relied on older pieces that had already been 
prepared and performed in previous years and which happened to fit into the task 
topic.  
 
Although they admitted that they did not put the time into preparing for performance 
tasks that they did for tasks such as composition, in interviews it was revealed that 
the students had regular lessons with private tutors, and practised regularly for those 
lessons, as well as preparing work for AMEB Grade Examinations. The comparative 
lack of time put into performance task preparation was made clear in the students’ 
answers to the question of how much preparation they put into their work varied as 
follows. For example, in School 3 the students said: 
I practised a lot in the last week before the assessment ( Participant 
‘k’) 
I practise an hour a day ( Participant ‘o’)  
I practise four days a week ( Participant ‘m’) 
I practise 30 minutes a day and increase that to 45 minutes a day 
when an assessment is coming up (Participant ‘r’) 
Mum forces me to practise 30 minutes a day ( Participant ‘p’) 
I practise 45 minutes a day and increase that to 1 hour when an 
assessment is coming up  (Participant ‘q’) 
 
All students agreed that for the next performance assessment task they would 
practise more, but at School 3 they acknowledged that they are very busy with other 
activities (dancing, work etc) and study pressures put on them by other subjects, so 
that it is difficult to find enough hours in the day to practise more than they already 
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do. They relied on their regular private lessons and preparation for AMEB 
examinations to keep them prepared to a certain extent. 
In School 2 the students said: 
I don’t put as much work into the performance as I do composition, 
and the private teacher finds the music (Participant ‘c’)  
I didn’t put a lot of work into it. I ran through it maybe three or four 
times (Participant ‘d’) 
I only ran through the piece twice with the accompanist ( Participant 
‘a’) 
 
In School 1 the students said: 
 I practise thirty minutes a day ( Participant ‘t’) 
 I don’t do any regular practice ( Participant ‘u’) 
 
At this school (School 1), the students’ confidence in their performance level was not 
as high as at the other two schools, and in fact they admitted that each performance 
assessment caused anxiety and nerves that they found hard to keep under control. At 
this school the students did not have the same access to outside tutors as the other 
two schools, and certainly no access to accompanists as was the case at School 2. As 
one student from School 1 said after watching the performance played back in class: 
“It was nerve wracking”.  
 
McPherson and Thompson (1998) have found that one factor which is often over-
looked when looking at influences that impact on a performance, concerns the 
performer’s own thought processes immediately before and during their 
performance. This includes whether the musician feels nervous during their 
performance (i.e., level of anxiety); whether they feel they are capable of succeeding 
in their performance (i.e., self-efficacy); whether they believe their success or failure 
is a result of their own ability, good luck, sustained effort or the difficulty of the 
exam or repertoire (i.e., attributions); and also the extent to which they are able to 
maintain their concentration and approach the performance in a positive manner (i.e., 
self-regulation and motivation).  
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The teacher at this school was encouraging and supportive of the students whenever 
a performance was being prepared for, and when the assessment was taking place. 
Within the class, there was a large discrepancy between students’ abilities, with some 
students being at the single melody line performance level, and others being at 
around Grade 7 and 8 AMEB level. The students were all aware of their limitations, 
and were very self conscious and nervous when performing in front of their peers. 
The teacher held the performance tasks in the classroom situation, in contrast to the 
other two schools, where performance assessments were held in a more formal one to 
one examination situation. Lack of rooms and space at School 1 could have been the 
reason for performance assessments being run this way. Overall, the students at 
School 1 did not have as much of a history of performance experience as the students 
at Schools 2 and 3 and therefore their self-esteem was not high and their confidence 
levels were low. 
 
Students (and teachers) tended to put more effort and energy into the composition 
task at both Schools 2 and 3 than they did into assessment in the other two 
component areas of listening and performance. For School 2, the task was designed 
by the Composer in Residence and prepared for over the course of term 1, with 
continual feedback from teachers in and out of class. In School 3, the task was 
worked on by the students over the course of terms 1 and 2, the progress assessed at 
an early stage, and then the final product assessed at the end of term 2.  
 
As already mentioned, the portfolio was an important part of this compositional 
process in both schools in the teachers’ eyes. The composition and portfolio became 
a long-term project that was worked on both independently and with teacher help and 
input when needed. Unlike a performance, which is a ‘one off’ event, the 
composition could change, evolve and improve so that it became the best it could be. 
Most students seemed to enjoy the freedom and creativity provided in the 
composition assessment tasks: 
 You get to experiment, and try different ideas. (Participant p) 
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Others struggled with the process, as evidenced by the comments from students at 
School 2 even though there was a lot of support provided from both the Composer in 
Residence and the classroom teacher, who devoted one designated lesson a week all 
of term 1 to the preparation for the task. For students who did not have a solid theory 
based background in music, the task was a hard one. They were writing for an 
orchestra, sometimes without any prior study of instrument range or capability (see 
comments below). At this school, the Composer in Residence thought that the task 
was a good task because “it was a project the students could continually work on, 
and not like a one-off assignment.” He said, “the most successful students were the 
ones who continually sought feedback”.  
 
The students said: 
I had trouble with writing the composition. It was just vague, foggy 
mush, and it didn’t really feel like much of a learning curve.  
( Participant c) 
I didn’t have a clue about the oboe and other instruments – their 
range, if they can play fast and stuff – I just didn’t really know how to 
write for them. (Participant f) 
 
However, the teachers at School 2 had a very different picture of what they thought 
was happening with the students during this preparation phase for the composition 
assessment, even though they were aware that there was a huge variety of student 
skills and that it would be a challenge for many and be both easy and difficult for 
others. They thought that they had provided in-depth pre-task presentation through 
team teaching and modelling the whole process, including giving video examples of 
each of the styles of composition in the task. The classroom teacher said: 
We give the time frame and allow for extra pre-task 
scaffolding/support if they indicate they want this. At any time during 
the task, we can re-visit the modelled composition or any aspect of the 
task. We also show them the benchmarks from the previous year. (Ms 
Crotchet*, School 2) 
(*Pseudonym used) 
 131 
Once the task had been marked and feedback given to the students, the teachers were 
asked if they would do the same task again. The classroom teacher gave this 
response: 
Both Year 10 teachers felt that there was too much to do in the task 
and that it took up a lot of the term (class time). We have discussed 
this with the Composer in Residence and have slightly re-designed the 
task for 2011 to accommodate this. (Ms Crotchet*, School 2) 
 
The Composer in Residence agreed, adding: “assessment tasks are fluid and should 
change and adapt each year. Tasks should be tailored to the particular class and to 
suit the cohort”. 
 
The teacher and the Composer in Residence were confident that the students had 
benefited from the task, even though they acknowledged that it was a complex task. 
They agreed that the benefits for the students were many. For example the task:  
1) improved their understanding of Sibelius software,  
2) taught them how to use OneNote and transfer score extracts to this program fro 
their portfolio,  
3) taught them more about the concepts of music by having to focus on these in their 
composition,  
4) gave them a greater understanding of keys, chords, harmony and melody writing 
and structure. 
 
They agreed that through all of this, the students “understanding of composing for 
theatre (the context for the composition) now has a practical and therefore authentic 
basis” (Ms Crotchet* School 2). 
 
A significant point to note is that the teacher also mentioned that the above points are 
important because “they are crucial for Music 2 senior students and will enhance 
their outcomes for the HSC” (Ms Crotchet* School 2). 
(*Pseudonym used) 
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 The teachers at both Schools 2 and 3 were focused on the next stage of learning and 
were preparing the students for Stage 6 throughout the Stage 5 course. This is 
antithetical to the purpose of the different stages of learning as designed in the NSW 
curriculum. Teachers are largely ignoring the syllabus for Stage 5 and tailoring the 
music course to act as a training/preparation course for the Stage 6 course. 
 
Summary 
It is evident that equal time or status is not given to the three different components in 
the music syllabus of performance, composition and listening. As can be seen from 
the above, teachers devoted most of the allocated class time to composition work. 
The composition weighting was 30% (times 4) at School 1, 20% School 2 and 35% 
School 3.  
 
In the area of performance, the students indicated that they mostly practised when an 
assessment task was coming up, or an AMEB examination was pending, but did not 
do so on a regular basis. However, in two schools in the study, performance was 
incorporated into lessons for each topic area being studied. This was done in class 
time at Schools 1 and 3. In School 1 this translated as whole class playing of the 
melody lines of works being studied (as described in Chapter 4), and in School 3, 
performance practice involved both ensemble and solo work and was self directed by 
the students (again, as described in Chapter 4). In the case of School 2, the students 
worked individually with their tutors and accompanists on the repertoire of the topic 
being studied in class and went to private lessons during class time. The performance 
weighting was 30% (times 4) at School 1, 35% at School 2 and 40% at School 3. 
 
There was a wide difference in the degree of difficulty of the tasks between each 
school, with Schools 2 and 3 requiring more than elementary skills in both 
composition and performance for the students to score top marks. The students at 
these two schools were also given opportunities to develop and improve their music 
reading and writing skills and their knowledge of the contexts being studied over the 
course of the year and before each assessment task. There was definite evidence of 
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the students “broadening, deepening and extending” (Music Years 7 – 10 Syllabus 
page 15) their musical skills and knowledge over the course of the Year 10 year. This 
was not always evident in School 1 because of the restrictions placed on the students 
by the sheer number of assessment tasks they had to complete each term. 
 
The component of listening, weighted the most heavily at two of the schools, (School 
1 100%, School 2 45%), was the component assessed in the most conventional 
manner. All three schools gave assessments in the form of a formal exam in the style 
of the Old School Certificate external examination paper (prior to 2003), consisting 
of testing of theory knowledge. The students were capable, to varying degrees of 
success, of composing for an orchestra, performing more than competently on an 
orchestral instrument (or piano), yet still had to prove that knowledge in the 
traditional manner of a written exam akin to an AMEB theory exam. This practice 
again signalled that students were being prepared for Stage 6 music, where theory 
knowledge is essential for success in the Music 2 course. However, the 2003 syllabus 
places a strong emphasis on the concepts of music in the listening component, and in 
all of the schools the teachers had demonstrated programs of music that balanced 
work in each of the learning experiences, and had demonstrated integrated 
experiences in their lessons. 
 
In conclusion, standards referenced assessment is being approached overall in similar 
ways within these three schools. However, a School Certificate grade in music is 
determined very differently in each school. A student who earns an ‘A’ in School 1 
has at the end of Year 10 done more tasks, but has not necessarily done tasks 
equivalent to the depth and breadth of the tasks done by students at Schools 2 and 3. 
Conversely, students at Schools 2 and 3 have been completing tasks that have been 
designed at the next stage of learning, Stage 6, and therefore some of those students 
who may have been struggling at this level, perhaps could have achieved a higher 
(and therefore more realistic) grade if tasks had been aimed at the Stage 5 level. 
 
As not all students go on to study music at the Stage 6 level, it does seem to defeat 
the purpose of a syllabus with clear procedures to follow if most teachers are 
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ignoring that syllabus, and attempting to teach to the next level with the aim of 
improving results of students who may not even sit the subject at that next level.  
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CHAPTER 6 
Conclusions and Recommendations 
General Information on the Administration of Assessment within Schools 
Assessment is key to successful teaching and learning. Evidence from teaching and 
learning psychology reveals that assessment properly conducted makes a major 
difference in student learning and, when incorrectly used, has a corresponding 
negative effect  (Colwell, 2002, p. 210). Assessment relies on the professional 
judgement of the teacher and is based on reliable data acquired in a fair and 
challenging environment, from multiple performances in a variety of contexts (Music 
7 – 10 Syllabus, 2003, p. 59). Cantwell and Jeanneret (2004) have argued that good 
assessment will achieve the following: i) it will reflect and be informative of the 
quality of learning/performance outcome; ii) it will reflect and be informative of the 
processes yielding that outcome, and iii) it will reflect and be informative of the 
cognitive and metacognitive knowledge driving those processes. For effective 
assessment to occur in schools, certain steps must be in place to ensure its successful 
implementation. 
 
In section 10 of the syllabus which provides advice on assessment (Music 7 – 10 
Syllabus, 2003, page 56), teachers in NSW are advised that by integrating learning 
and assessment, the teacher can choose which aspects of a student’s performance to 
record to monitor their progress, determine what to teach next and decide on level of 
detail to be covered. Consequently, by using their professional judgement in a 
standards-referenced framework, teachers are able to extend the process of 
assessment for learning into the assessment of learning. By following these practices, 
teachers would be not only giving students opportunities to produce the work that 
leads to a development of their knowledge, understanding and skills, but will be 
making more refined judgements as to when and how to assess in the learning 
continuum. 
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The head teacher of the faculty usually monitors assessment schedules in government 
schools. Where internal assessment is an important and integral part of the final 
result (for example, in Years 10 and 12), one person is designated to compile that 
information for Years 10, 11 and 12 and is responsible for the monitoring of the 
procedure. This person can be a head teacher of any faculty, or the deputy principal. 
It is then the responsibility of that person’s supervisor (deputy principal or principal) 
to ensure the following:  
 a) correct number of tasks is being given; 
b) correct weighting is applied to each task; 
c) timing of these tasks (as per the calendar) is fair across all subjects; 
d) attendance at all tasks is monitored; 
e) correct forms/procedures are followed for “N” awards; (An “N” award is given to 
students who do not submit assessment tasks on time or at all, and who are thus 
deemed as not having satisfied the requirements for assessment in Year 10, Year 11, 
and Year 12). This clause makes it clear to students (and teachers) that the 
assessment program is serious and relevant. 
 
The rigour of this procedure varies from school to school, region to region according 
to the vigilance of the people monitoring it, their knowledge of subject specific 
issues and ways of engaging with the body of knowledge important in different 
disciplines.  
 
Administration of Assessment Within the Schools in This Study 
As discovered at the two government schools in this research project, there appeared 
to be no checking on number of tasks that students had to do via a school assessment 
handbook and minimum checking on number of tasks or weighting of those tasks. It 
was possible for year 10 students at School 1 to undertake the same number of tasks 
each term within each subject they were doing for the School Certificate. This would 
have translated to four tasks per term multiplied by six other subjects (not just music) 
– twenty-four tasks per term, or ninety-six tasks in the whole school year. This 
scenario could place unnecessary strain on students, and ideally should be being 
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monitored by someone with a perspective and overview of the students’ learning 
needs and welfare. 
 
Most non-government schools are inspected by an outside body on a cyclic basis – 
every 3 to 5 years – and a comprehensive checking of documents, programs and 
policies occurs. A report is written, advice and feedback are given verbally to all 
subject heads as well as the Headmaster/Mistress (as the Principal is sometimes 
named in non-government schools). 
 
Non-government schools have a person responsible for Teaching and Learning 
whose responsibility it is to ensure that all of the above documentation exists and that 
all rules are being followed as per the ACE Manual (Assessment and Certification 
Manual, Board of Studies). It is unusual, therefore, that there was no Year 10 
handbook produced for School 2, unless, of course, it was the case that they did not 
wish to show the researcher all subjects. This could have been because of a privacy 
matter regarding the other subjects, as music was the only subject involved in this 
study.  
 
Finding: Over Assessment is Common Practice 
New teachers in this study often had no guidance on how to plan effective 
assessment schedules and a common trap for over enthusiastic teachers is to over 
assess (as per School 1).  
 
In the two schools with more experienced teachers, there were other aspects of ‘over 
assessment’, which included layering of tasks, and high stakes marking out of 50 and 
20 marks, of tasks that would eventually be reduced to a weighted mark out of 15 or 
5. There was confusion about different marks appearing on assessment task sheets 
and marking guideline sheets in each school, indicating there was confusion about 
best practice in administering of assessment tasks, even amongst experienced 
teachers. 
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Recommendation: Regular Monitoring of Important Documentation in all 
Schools by Independent Outside Bodies 
Best practice would be if a procedure similar to the Independent Schools model 
could be put in place for all government schools whereby an external group of 
qualified people could perform the same monitoring procedures for these schools. 
New teachers are often struggling because of a lack of specialised knowledge from 
their school leaders (who in turn are also stretched for time because of the many 
tasks to perform).  
 
A qualified group coming into the school would also provide a professional learning 
experience for new teachers and would provide them with guidance so that over 
assessment did not happen. The teachers could be given models of schedules that 
would enhance the assessment programs within the individual schools. 
 
A suggestion could be that schools within regions form panels made up of 
experienced teachers from all subject areas, from their schools, overseen by a 
recognised “expert”. (This person could be a representative from the BOS or the 
DEC, for example). These panels could provide a “checking system” for important 
documentation, and, on a cyclic basis, panels would read the relevant documentation. 
This practice would also serve to provide professional development opportunities for 
the teachers involved in the panel work, and there would be an invaluable spin off in 
the learning and advice the teachers could take back to their schools, colleagues and 
classrooms. 
 
Finding: Conditions for Music Teachers in the Twenty-first Century are as they 
were in the Twentieth Century 
Swanwick (1989) reported on a study of music teachers across a wide range of 
school classrooms in London (as mentioned in Chapter 2), looking at teachers’ work 
using Keith Swanwick’s CLASP model, in which the categories are: i) Composition 
– (any activity which involved decision making on the ordering of music; ii) 
Literature studies –  (the activity of acquiring information that was social or 
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historical; iii) Audition – the act of listening to music in audience; iv) Skill 
Acquisition – practising a skill outside the context of a performance or composition; 
and v) Performance – the activity of playing or singing a piece through without 
interruption. The CLASP model was used as an observation tool to examine current 
content and practice of music teaching in a wide range of school classrooms, and was 
also looking at the role of music within the wider community. Swanwick’s findings 
still resonate 20 years on. Some of the findings relevant to this study include (i) 
insufficient spaces for small group work, (ii) lack of equipment, (iii) lack of 
professional development opportunities through in servicing, and (iv) extra demands 
made of teachers within schools. Pressure of time was seen as a hindrance to 
collaboration with colleagues in and outside of schools (Swanwick, 1989).  
 
The other findings of relevance were differences between schools in classroom 
activities, differences in the delivery of the same curriculum, the use of technology in 
the classroom, the concern about the status of music in schools, access to outside 
instrumental teachers to augment the music program. All of these differences are 
similar to the findings as evidenced in this study in NSW classrooms of 2010. 
 
Finding: Heavy Teaching Load and Insufficient Support/Mentoring for New 
Teachers 
New teachers in NSW Schools are expected to teach a full load, do two playground 
duties a week, belong to a committee, coach sporting teams etc. In fact, they are 
expected to fulfil the same commitments as an experienced teacher. It is no surprise 
that many new teachers leave teaching after the first few years, as without support 
and guidance they flounder and are in danger of drowning under responsibilities 
thrust upon them. This is particularly pertinent for teachers of small faculty areas 
such as music. Often the new music teacher is the only music teacher in the school, 
and in government schools, music teachers are often supervised by non-music people 
who have little understanding of the extra demands made on music teachers on top of 
their full teaching load: the organising of bands, choirs, ensembles, and rehearsals 
and play outs that accompany these ensembles.  
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As Swanwick (1989) puts it – the demands of the multiple roles of music teachers 
within the school community are considerable, and take place outside timetabled 
times. Music teachers often feel that they are undervalued members of the school 
community, who are recognised as important when a performance for an assembly is 
needed, but disregarded as an integral part of the teaching and learning team.  
 
In a study /survey of assessment and grading practices employed by secondary music 
teachers throughout the south western region of the United States, it was found that 
secondary music teachers were given extraordinary autonomy and little support or 
guidance in relation as to how they assess (Russell and Austin, 2010). This was 
described as a ‘culture of benign neglect’ – one that allows secondary music teachers 
to maintain status quo assessment practices without consequences (Russell and 
Austin, 2010). From observation in the three schools involved in this small study, it 
would seem that the same ‘benign neglect’ might exist in NSW schools. 
 
Recommendation: Reduced Teaching Load and Mentoring Introduced for all 
New Teachers 
Research is continuing in the Western Sydney Region with a teacher mentor program 
that has been operating successfully since 2004 with a group of teachers who have 
access to a class-free mentor, supporting them as they embarked on a career in 
teaching in the NSW DEC. The study found that teachers who were supported by a 
non-teaching specially appointed mentor felt supported and empowered to become 
efficient and effective teachers (Sheldrick, 2008). Research exists that shows the 
success of this program, and so it would seem best practice if it could be 
implemented as soon as possible across the state in as many regions as it would be 
feasible to staff. The spin off would be teachers feeling valued and secure in the 
often difficult and isolated early period of learning their job, with the long-term 
benefits of a teaching service that might stay in the classroom for a longer time, and 
who are secure in their knowledge of how to be effective teachers. A program such 
as this has benefits for the mentor teachers also, as being selected to be a mentor 
teacher gives them assurance of their value and worth to the teaching profession 
through the sharing and passing on of their knowledge and skills to colleagues. 
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Finding: A Lack of Professional Development Opportunities Exists for Teachers 
Opportunities for teachers to discuss the current syllabus support documentation 
have reduced dramatically in NSW since 2001 when the new syllabus was first 
introduced. At that time there were professional learning opportunities provided by 
government and non-government sectors (which include the Catholic Education 
Commission, the Association of Independent Schools, other school systems), and 
professional associations to support the implementation of the then new syllabus. 
Meetings were held across the state in which teachers were given opportunities to 
workshop information and discuss with each other best practice for the 
implementation of the syllabus. The ideas of formal and informal assessment were 
new ideas for year 10, and documents were produced by the DEC and the BOS, 
which included many examples of how to design and implement effective assessment 
procedures. To assist with the initial implementation of syllabus, the BOS 
implemented a four-phase program releasing support materials:  
Phase 1 – the syllabus, a guide to the new Music Years 7 – 10 Syllabus, and draft 
descriptions of levels of achievement; 
Phase 2 – three months after distribution of the syllabus: advice on programming, 
sample units of work, and Sample assessment activities; 
Phase 3 – 6 months after distribution of the syllabus: annotated samples of student 
work; 
Phase 4 – 12 months after implementation of the syllabus: final descriptions of levels 
of achievement. 
 
The number of workshops and meetings stopped after two years, and since 2010 
professional development opportunities on the current syllabus for teachers have 
been almost non-existent. The thrust of any professional development from the DEC 
since 2005 has been technology focussed, and no formal forum exists for teachers to 
discuss and workshop programming and assessment. The technology focus was due 
to the rolling out of computers and laptops into all DEC schools, the introduction of 
Whiteboard technology, Video Conferencing, etc. In fact, in 2010, the DEC 
drastically reduced its staffing at the District Office in all Curriculum areas, with the 
Creative Arts positions falling from five officers to one full time officer and one part 
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time officer. This was undertaken in the knowledge of re-structuring that was about 
to take place with development of an Australian Curriculum in all subject areas. The 
reduction of Curriculum Officers at the DEC means that the expert base in Creative 
Arts (and other subject areas) is no longer available to the same extent to provide the 
needed support for new teachers in curriculum areas. 
 
The BOS stopped workshopping with teachers immediately after the implementation 
of syllabuses, as it is not their brief to provide support for professional development. 
Some support does exist however, through the Assessment Resource Centre - the 
website (the ARC) at the BOS, which provides a support database for teachers to 
develop and implement a consistent approach to standards-based assessment. The 
ARC contains samples of student work to illustrate student achievement in the 
Grades A to E for the School Certificate award. When asked if they used this 
resource, the teachers in the surveyed schools all responded in the negative. This 
could be because of lack of time in the school day for teachers to access the website 
and spend time viewing the samples provided. If there is no referral to common 
benchmarks across a majority of schools, as provided by the ARC material, teachers 
are all following their own standards. This means that an ‘A’ in one school is not 
necessarily an ‘A’ in another school. This is supported by the findings in this 
research about the varying degrees of difficulty of tasks between schools, and the 
different methods of allocating grades at the end of Year 10 (as seen in the previous 
chapter). 
 
Professional Associations such as the Australian Society for Music Education 
(ASME) and the Music Teachers Association (MTA) provided, and still do, possible 
avenues for such professional development, but do not do so on a regular basis. The 
ASME organisation has a National Conference every two years hosted by one of the 
state chapters (on a cyclic basis), which caters for educational sectors from primary 
to tertiary. The ASME membership for NSW is approximately 132, (made up of 
studio teachers as well as classroom teachers), and which is not at all representative 
of the number of secondary school music teachers in NSW. The MTA membership is 
made up predominantly of Private or Studio teachers and does not specifically 
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provide forums for teachers to discuss school-based matters. Of the three teachers 
involved in this research, only one was a member of ASME. 
 
The only available forum (current at the time of writing) appears to be informal 
gatherings such as occur at HSC marking briefings before sessions commence, and in 
the morning/afternoon tea and lunch breaks, which are a rich source of information 
swapping and resource sharing opportunities for teachers who are appreciative of this 
kind of interaction. The chance to mark both the Practical and/or Written HSC 
Examinations are valuable opportunities for teachers to learn more about assessment 
best practice, and are highly sought after experiences. This is because these are the 
only opportunities that exist for teachers to learn about and practise with their 
colleagues the assessment of composition, performance and listening tasks using 
criteria, Marking Guidelines, and benchmarks using standards referencing. 
 
There is a lack of opportunity for teachers to meet, share and discuss their work, 
problems and solutions in professional surroundings. Teachers are as “time poor” as 
their students however, with family commitments, school commitments etc., and so, 
if not formally organised by an expert body, are unlikely to organise such meetings 
themselves. 
 
Recommendation: Increase in Professional Learning Opportunities for 
Teachers 
In order for improvements in teaching practices to occur, time has to be made 
available for teachers to access professional development opportunities in school 
hours. In the 1970s and 1980s such professional development did occur and students 
did not suffer or fall behind in their work because their teacher was not standing in 
front of them every lesson. Some Principals refuse to allow teachers to apply for 
HSC Marking that involves itinerant marking because the teachers will not be in 
front of their class for two weeks. Students are nothing if not resourceful, and with 
independent learning being reinforced, students could manage the two weeks without 
their regular teacher, and still make progress without teacher centred learning all the 
time. In fact, teachers must talk less to allow students to engage in deeper learning.  
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This is especially true because the teachers who are involved in itinerant marking all 
conscientiously prepare lessons for their classes during their two-week absence. 
Some teachers even return to their schools during their secondment to marking, (if 
time permits), to continue rehearsals with ensembles and to meet with their HSC 
students. This extra work is commonly undertaken at weekends and before and after 
school hours. By being involved in the HSC marking process, teachers are 
undertaking a commitment to their own professional learning. 
 
In Swanwick’s study (1989) a similar finding was made in London schools, where 
teachers felt the need for more frequent and regular contact and communication with 
other teachers. In-service courses, Swanwick said, looked for practical suggestions 
and models and for assistance with curriculum design. 
 
A solution for teachers in NSW could be to use one of the student-free professional 
development days that occur at the beginning of three of the school terms to discuss 
assessment. Perhaps one day could be allocated to allow faculties to meet across 
regions to plan programs that they could share, design assessment activities, discuss 
ideas and help solve problems that might exist. At the moment there are three days 
allocated each school year – one at the beginning of terms one, two and three. A 
fourth one could be added at the beginning of term four for teachers of all subjects to 
begin their planning for the following year. As many school administrators do not 
appear to support or greatly influence the assessment process within secondary music 
contexts, it is critically important that music teachers share, discuss, and evaluate 
strategies with their colleagues. Beyond collegial exchanges and collaborations, there 
is continued need for general assessment training (Russell and Austin, 2010). 
 
Finding: Teacher Education Courses are Not Adequately Preparing Teachers 
for their Work 
The training of music teachers needs to include relevant material and adequate depth 
of subject and syllabus knowledge to help them cope with their full time workload. 
Jeanneret (1993) noted that the teacher education courses in music seem to be out of 
touch with the teaching model of integration supported by the NSW school music 
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syllabuses. Music education, she said, has had a long tradition of education based on 
instrumental instruction, and there are many teachers who see their role as 
inculcating in their students musical traditions, which, for the most part, revolve 
around the music of high Western culture and involve proficiency in playing an 
instrument.  
 
Bridges (1969) suggested that at tertiary level, we should not be teaching ear 
training, music literacy and writing, history, etc all boxed up into separate bits and 
pieces, but we should be integrating the elements as a whole. This integrated method 
would therefore, be better grounding, as this is the way the music syllabus was 
intended to be taught to school students. In their investigation of assessment of 
musical composition in the General Certificate of Secondary Education, Pilsbury & 
Alston (1996) found that the teachers in the project had difficulty making valid 
assessments of unconventional or non-Western music. They argue that music 
teachers should be trained to assess musical compositions from the widest range of 
genres as possible.  
 
Recommendation: Current Syllabus Knowledge made a Priority for Trainee 
Teachers 
Tertiary institutions responsible for teacher education programs for secondary music 
teachers need to be in step with syllabus developments and aware of what is 
happening in schools so that teachers are equipped to teach all types of music and not 
only contemporary music. Teacher experience and teacher training and philosophy 
drives teachers’ assessment decisions and priorities (Russell and Austin, 2010). 
Teacher styles, however, remain as they were after their training. Teachers do not 
find it easy to adapt and change (Russell and Austin, 2010).  
 
Even though each of the three schools in the research study had completely different 
approaches to assessment and administration of tasks, they all had the same degree of 
success with engaging the students in music education. From the class of twenty 
students at School 1, fifteen of that class chose to study Music in Stage 6; from the 
class of twenty five at School 2, fifteen students chose to study Music 1 and fourteen 
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to study Music 2, while at School 3 twelve of the class of twenty five have chosen 
Music 2 to study in Stage 6 for the HSC. This indicates, therefore, that the 
relationship that music teachers (and indeed conscientious teachers of all subjects) 
build with their students through interactions and instruction in class is one strong 
and influential factor in subject choice for junior and senior secondary. It is also a 
testament to the talents and self-efficacy of the three teachers. Teachers who have a 
high sense of efficacy about their teaching capabilities can motivate their students 
and enhance their cognitive development (Bandura, 1994). 
 
Future Directions 
At the time of writing, the NSW Government had just released a paper on Future 
Directions after announcing the abolition of the School Certificate external 
examinations in English, Mathematics, Science, History and Geography. The 
following points in the paper are of interest and relevance to this research because 
the points raised have been the practice for the past 10 years for elective subjects. For 
example: 
Point 5.2, which states: “Replace the current external tests with broader 
assessments”. It is proposed, “the current tests be replaced by a broader assessment 
which provides a stronger alignment to the curriculum and the opportunity for a 
more complete picture of student accomplishment” (School Certificate Discussion 
Paper, Board of Studies, NSW, June 2011).   
Elective subjects have always designed their own individual assessment tasks to 
provide a final assessment mark without a moderating state-wide assessment.  
Point 5.3: “A stronger role for school-based assessment as the basis for reporting 
student achievement on the new credential, supported by external moderation 
to ensure the reliability of the credential.” One of the suggestions is that the BOS 
could “increase the support it provides to teachers by providing additional 
assessment resources”, and it is suggested that “An assessment regime based 
primarily on teacher judgement would also give schools more scope to adapt their 
curriculum to meet the unique needs of the school community” (School Certificate 
Discussion Paper, Board of Studies, NSW, June 2011).   
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The latter is what has been happening in schools in elective music where teachers 
design the tasks to suit the abilities of their students. However, with increased 
support from the BOS, assessment practice within schools would provide teachers 
the opportunity to develop and improve their knowledge of assessment and standards 
referencing. 
 
Teachers in schools in subjects in the elective groups (such as music) have been 
carrying out internal assessments with Year 10 since the implementation of the new 
syllabuses. A positive advancement would be seeing some real support for internal 
assessment come out of the need for the core subject areas – the ones that are seen as 
being more important – having to go down the path that the elective subjects have 
already trodden. If not, assessment at this Stage 5 of learning is in danger of 
becoming a practice run for Stage 6 in all subject areas, with Stage 5 being bypassed 
altogether (as seen already in two of the three schools in this study). The abolition of 
the School Certificate would then not have achieved anything of significance for 
education in NSW. 
 
Research has shown that there has been a history of lack of interest in assessment in 
music education (Colwell, 2006). A significant benefit of the School Certificate 
Review would be if all teachers in NSW were provided with greater support to 
increase their professional knowledge and skills. This would allow principals the 
support they need to better understand the support required for quality assessment 
practice within their schools. 
 
Suggestions for Future Research 
This study has featured the differences in assessment practice found within three 
NSW schools in Stage 5, Year 10. Each school has a different make up: a 
comprehensive co educational state high school, a selective girls high school, and an 
independent boys’ school. Each of the schools were from very different regions in 
the Sydney area and each teacher in the study brought a different level of experience 
to the study. It would be of benefit to the body of research in assessment if such a 
study could be replicated using a larger sample scale. 
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Future research of this nature conducted in a wider variety of schools from across 
country and metropolitan NSW would be of benefit to both teachers and students 
alike. A longitudinal study would especially be of interest, as it would provide a 
detailed examination of not just assessment practice, but could provide evidence of 
growth and development in students across the time of their elective study, which is 
two years (Years 9 and 10). A longitudinal study would serve as professional 
development for teachers by providing a lens into assessment’s impact on learning.  
 
Most research in assessment is currently undertaken by overseas countries, and refers 
to their own specific curriculum models, which are very different to ours. The 
method of delivery in these countries is often also very different from our classroom 
music situation, in which the teacher is responsible for an integrated delivery 
involving performance, composition and listening. In Australia, there has been 
significant research on assessment of performance alone, or composition alone, 
mostly at the Stage 6 level, but until this study, no research had been undertaken on 
the Stage 5 level and Year 10 assessment practice. It would also be of interest to 
research the different modes of delivery of the syllabus at Stage 5 and Stage 6, and 
the different methods of assessment at each of these stages so that a comparison 
could be drawn and a learning continuum shown. 
  
It would be of significant benefit to teachers, students, schools, tertiary institutions 
and educational bodies, if assessment research on the NSW curriculum model of 
integrated classroom delivery continued, grew and contributed to the worldwide 
body of research that currently exists. 
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Appendix B: Participant Information Statements 
KATHRYN MARSH 
 ASSOCIATE PROFESSOR 
Chair Music Education 
Sydney Conservatorium of Music 
Building C41 
University of Sydney NSW 2006  
AUSTRALIA 
Telephone:   +61 2 93511333 
Facsimile:  +61 2 93511287 
Email: kmarsh@usyd.edu.au 
Web:   www.usyd.edu.au/  
 
PARTICIPANT INFORMATION STATEMENT 
Research Project 
Title: Assessment in music Stage 5 – An investigation into 
assessment practice in Year 10   elective music and the factors 
that contribute to the understanding of what is happening in 
assessment tasks from both the teacher and student perspectives. 
(1) What is the study about?  
The purpose of the study is to investigate how teachers organise 
their assessment program to enhance teaching and learning, and 
the ways in which students perceive these assessment tasks and 
their reasons for being assessed. 
(2) Who is carrying out the study? 
The study is being conducted by Jennifer Carter and will form the 
basis for the degree of Masters of Education (Music) at The 
University of Sydney under the supervision of Associate Professor 
Kathryn Marsh. 
(3) What does the study involve? 
The study involves an examination of assessment in the Year 10 music 
classroom in three different schools in three different regions in Sydney. 
The study will consist of teacher and student interviews which will be 
audio and video recorded and video recording of some assessment 
tasks, of which only excerpts would be used for the purposes of the 
University assessment of the research and not be available for general 
viewing by the public.  
(4) How much time will the study take? 
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The study will be conducted over three terms in 2010 and will 
involve approximately two hours per term during the regular music 
lesson. 
(5) Can I withdraw from the study? 
Being in this study is completely voluntary - you are not under any 
obligation to consent and - if you do consent - you can withdraw at 
any time without affecting your relationship with the University of 
Sydney. Withdrawal or non-participation in the study will in no way 
jeopardise a student’s progress in their music class for Year 10. 
You may stop the interview at any time if you do not wish to 
continue, the audio recording will be erased and the information 
provided will not be included in the study. 
[Paragraph for children] 
Your decision whether or not to permit your child to participate will not 
prejudice you or your child’s future relations with the University of 
Sydney.  If you decide to permit your child to participate, you are free to 
withdraw your consent and to discontinue your child’s participation at 
any time without affecting your relationship with the University of 
Sydney. 
(6) Will anyone else know the results? 
All aspects of the study, including results, will be strictly 
confidential and only the researchers will have access to 
information on participants. Anonymity and confidentiality of 
participants will be protected. No names will be mentioned in the 
report and all participating schools, teachers and students will be 
given pseudonyms for the purposes of the written report.  
(7) Will the study benefit me?  
The study may cause you to reflect on your learning habits and 
progress in music in Year 10 and could lead to better study habits. 
(8) Can I tell other people about the study? 
 Yes, you can tell others about the study. 
(9) What if I require further information? 
When you have read this information, Jennifer Carter will discuss it 
with you further and answer any questions you may have.  If you 
would like to know more at any stage, please feel free to contact 
Kathryn Marsh, Chair of Music Education on (02) 9351 1333. 
(10) What if I have a complaint or concerns? 
Any person with concerns or complaints about the conduct of a research 
study can contact the Deputy Manager, Human Ethics Administration, 
University of Sydney on (02) 8627 8176 (Telephone); (02) 8627 7177 
(Facsimile) or human.ethics@usyd.edu.au (Email). 
                                             This information sheet is for you to keep 
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KATHRYN MARSH 
 ASSOCIATE PROFESSOR 
Chair Music Education 
Sydney Conservatorium of Music 
Building C41 
University of Sydney NSW 2006  
AUSTRALIA 
Telephone:   +61 2 93511333 
Facsimile:  +61 2 93511287 
Email: kmarsh@usyd.edu.au 
Web:   www.usyd.edu.au/  
 
Letter for Principal 
 
Dear Principal, 
My name is Jennifer Carter and I am currently undertaking Masters’ study at Sydney 
Conservatorium of Music, Sydney University. I am a music teacher of 32 years 
standing, having worked for all of those years in the Government sector, and as a 
head teacher for the last 10 of those years. I currently work as a casual teacher, and 
as a part time Registration Officer with the Board of Studies. 
I am writing to ask permission to conduct a study of Year 10 elective music students 
in the music class of (the teacher at your school) over terms 1, 2 and 3 in 2010. The 
study is titled: An investigation into assessment practice in Year 10 elective music 
and the factors that contribute to the understanding of what is happening in 
assessment tasks from both the student and teacher perspectives. 
The study will involve an examination of the following, taking place in three 
different schools across the Sydney region and during terms 1, 2 and 3 of 2010: 
• The variety of tasks given to students to assess their learning and skill 
development 
• The range of methods utilised in the marking of assessment and examination 
tasks 
• The different modes in which feedback on assessment tasks/examination 
performance is provided to students 
• Students’ perceptions of their progress and of the efficacy of these tasks 
The methodology I will be using for the study is Qualitative, where I will be 
spending time with the teacher in the Year 10 music class observing the 
administration of assessment tasks, recording excerpts of tasks where permitted, and 
recording interviews with the students about their learning and with teachers about 
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their process. A positive result for the teachers could be that it causes more reflection 
on the assessment process, and for students that they reflect on their learning. 
As part of this study, I would be seeking interviews with the teacher and with some 
students who were willing to participate in order to capture the student perspective. 
With permission, I would also like to video excerpts of selected assessment tasks 
(such as performances or viva voces), on occasions when this was feasible and 
without being disruptive or intrusive during the lesson. Permission would be sought 
from the students, and if any students who were participating in a group performance 
did not wish to be video-taped, then this part of the study would not occur. At no 
time would I be using the video camera unless the teacher and the students were 
aware of the purpose of recording a specific task and written permission from those 
involved had been gained. 
I have included the letter requesting Parental/Caregiver permission for students to be 
involved in the study, which guarantees that anonymity and confidentiality of 
participating schools, teachers and students will exist at all times during and after the 
information has been gathered. The information gathered will be used for the 
purposes of this research study only. Participation will be entirely voluntary, and 
participants will have a right to withdraw from the study at any time. There will also 
be minimal disruption with observations taking place in lesson times and interviews 
with participants also occurring during this time. 
If you would like further clarification of any information related to this study, please 
contact the supervisor of this study, Dr Kathryn Marsh at the Conservatorium of 
Music the number cited above. 
I look forward to your response and hope that you will allow your teacher and 
students to be a part of this valuable research. 
 
Yours faithfully, 
 
Jennifer Carter 
Dip.Mus/Ed; L.Mus.A; L.T.C.L; A.Mus.A 
 
 
 
 
 
 
 
 170 
KATHRYN MARSH 
 ASSOCIATE PROFESSOR 
Chair Music Education 
Sydney Conservatorium of Music 
Building C41 
University of Sydney NSW 2006  
AUSTRALIA 
Telephone:   +61 2 93511333 
Facsimile:  +61 2 93511287 
Email: kmarsh@usyd.edu.au 
Web:   www.usyd.edu.au/  
 
Letter for Teacher Participants 
Dear (Teacher), 
My name is Jennifer Carter and I am currently undertaking Masters’ study at Sydney 
Conservatorium of Music, Sydney University. As you are aware, I am a music 
teacher of 32 years standing, having worked for all of those years in the Government 
sector, and as a head teacher for the last 10 of those years. I currently work as a 
casual teacher, and as a part time Registration Officer with the Board of Studies. 
 
I am writing to ask for your co-operation and participation in a study of Year 10 
elective music students in your music class over terms 1, 2 and 3 of 2010. The study 
is titled: An investigation into assessment practice in Year 10 elective music and 
the factors that contribute to the understanding of what is happening in 
assessment tasks from both the student and teacher perspectives. 
 
The study will involve an examination of the following, taking place in three 
different schools across the Sydney region and during terms 1, 2 and 3 of 2010: 
• The variety of tasks given to students to assess their learning and skill 
development 
• The range of methods utilised in the marking of assessment and examination 
tasks 
• The different modes in which feedback on assessment tasks/examination 
performance is provided to students 
• Students’ perceptions of their progress and of the efficacy of these tasks 
The methodology I will be using for the study is Qualitative, where I will be 
spending time with you, the teacher, in the Year 10 music classroom observing the 
administration of assessment tasks, recording excerpts of tasks where permitted, and 
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recording interviews with the students about their learning and with you, the teacher, 
about the whole assessment process. 
I have included the letter requesting Parental/Caregiver permission for students to be 
involved in the study, which guarantees that anonymity and confidentiality of 
participating schools, teachers and students will exist at all times during and after the 
information has been gathered. There will also be minimal disruption with 
observations taking place in lesson times and interviews with participants also 
occurring during this time. 
I look forward to your response and hope that you will be happy for your students to 
be a part of this valuable research. 
Yours faithfully, 
 
Jennifer Carter 
Dip.Mus/Ed; L.Mus.A; L.T.C.L; A.Mus.A 
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KATHRYN MARSH 
 ASSOCIATE PROFESSOR 
Chair Music Education 
Sydney Conservatorium of Music 
Building C41 
University of Sydney NSW 2006  
AUSTRALIA 
Telephone:   +61 2 93511333 
Facsimile:  +61 2 93511287 
Email: kmarsh@usyd.edu.au 
Web:   www.usyd.edu.au/  
 
PARTICIPANT CONSENT FORM 
I, .............................................................................[PRINT NAME], give consent to 
my participation in the research project: 
 
TITLE:  Assessment in music stage 5 – an investigation into assessment 
practice in year 10 music and the factors that contribute to the understanding 
of what is happening in assessment tasks from both the teacher and student 
perspectives. 
 
In giving my consent I acknowledge that: 
1. The procedures required for the project and the time involved have been 
explained to me, and any questions I have about the project have been 
answered to my satisfaction. 
2. I have read the Participant Information Statement and have been given 
the opportunity to discuss the information and my involvement in the 
project with the researcher/s. 
3. I understand that I can withdraw from the study at any time, without 
affecting my relationship with the researcher(s) or the University of 
Sydney now or in the future. 
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4. I understand that my involvement is strictly confidential and no 
information about me will be used in any way that reveals my identity. 
5. I understand that being in this study is completely voluntary – I am not 
under any obligation to consent. 
6. I understand that I can stop the interview at any time if I do not wish to 
continue, the audio/video recording will be erased and the information 
provided will not be included in the study.  
7. I consent to: –  
 
i) Audio-taping YES  NO  
ii) Video-taping  YES  NO  
Signed: .................................................................................................................................  
 
Name:  .................................................................................................................................  
 
Date:    
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Appendix D: Questionnaire 
Focus Questions: Teachers 
1. How important is it to have Assessment Tasks for Year 10 modelled on the 
senior format? 
2.  What do you think is the point of Formal Assessment? Is it for reporting to 
parents? For teachers to keep a record of students’ progress and skill 
building?  
3. Do you think formal tasks help with covering the aspects of the syllabus more 
thoroughly? 
4. When you design a task, are you assessing the students’ progress or their 
ability to learn and retain information? 
5. Do you think that regular assessment helps the students improve their skills? 
6. Does Assessment take up much of your teaching time? 
7. When assessing Year 10, do you use Benchmarks or Standards to judge the 
students? Or do you compare one student with another (in the same class)? 
8. Do you always use Assessment Criteria and do the students also have a copy 
of these criteria? 
9. Do you assess the students’ musical history knowledge in Year 10? How do 
you do this? 
10. Do you give the students mini “Viva Voces” as assessment tasks? How 
effective do you think these are? What are some of the problems with this 
type of assessment? 
11. Do you think that in a Performance Assessment it is possible for the teacher 
to be objective and fair about students when they have taught them, 
sometimes provided and taught their repertoire, and accompanied them? 
12. How can teachers avoid any of the problems in assessment mentioned above? 
13. Do you feel qualified to teach and assess Composition? If not, how do you 
teach it? 
14. Do you give students written feedback after each assessment? Or do you 
mainly give oral feedback? 
15. Do you sometimes give students higher marks than they really deserve in 
order to boost their confidence and encourage them to keep trying? 
16. Do you ever rely on informal assessment in the classroom to boost the 
confidence of students who are struggling with some musical skills? 
17. Do students who have private tuition in music (instrumental lessons/singing 
lessons/composition lessons) perform better in Assessment tasks? 
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Focus Questions: Students 
1. How important do you think Assessment tasks are in music in Year 10? 
2. Do you expect Marking Guidelines for each task and written warning of an 
upcoming task? 
3. Do you appreciate getting feedback from your teacher after a task? Do you 
discuss their comments and feedback to try to improve for the next task? 
4. Do you enjoy it when your Peers are involved in Assessment too, and give 
Peer Feedback? Do you enjoy giving the feedback more than receiving the 
feedback? 
5. Are there some tasks you’d rather your peers didn’t assess? Why is this? 
Extra questions: 
1. Have you enjoyed the assessment tasks you have done this year? Did you find 
some more challenging than others? (Which ones, and why?) 
2. What do you think you have learned in each task? (for example, 
Composition, Performance, Listening) Do you think you learned from 
watching/listening to each other? 
3. Would you say that you had improved in Performance, Composition and 
Listening since the beginning of the year? 
4. Did the feedback from the teacher after each task help with your 
improvement for the next task? Did feedback from your peers help too? 
5. Do you think the Assessment Tasks made you focus more on your music 
studies? Or would you have worked on Per, Comp and Listening anyway 
without the tasks? 
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Appendix E 
Table of Abbreviations 
ACE Manual  Assessment, Certification and Examination Manual 
AMEB   Australian Music Examinations Board 
ASME   Australian Society for Music Education 
ARC   Assessment Resource Centre 
BOS   Board of Studies, NSW 
CPDs   Course Performance Descriptors 
DET Department of Education and Training (NSW) (current to 
2010) 
DEC Department of Education and Communities (NSW) (as of 
2011) 
HMSO Her Majesty’s Stationery Office (London) 
HSC   Higher School Certificate (NSW) 
MTA   Music Teachers Association 
NCLB   No Child Left Behind (USA Government Policy) 
NSW   New South Wales 
SC   School Certificate 
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